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Abstract

This Master of Arts by Research investigates the role of new media in influencing family
archive materiality and what effect this has on the performance of memory. The aim is to
examine through creative arts praxis how installation art illuminates the participatory
engagement of family archive materiality to mediate our mnemonic processes. The
source materials for this project stem from my family archives dating from the early
1900s to 2013, and include photographs, 35mm slides, VHS tapes, audiotapes and
personal items. The significance of this research lies in the creative outcomes that have
occurred through the investigative and critical dialogues between artistic practices and
theoretical discourses explored through exegetical writing. This hybrid approach to
creative arts research allows for the negotiation of dialogues between myself as:
researcher, creative practitioner and the subjective experiences that inform my art
making practices (Barrett & Bolt, 2007; Gray, 1996).
The installations that comprise this arts-based research reveal the participatory bodily
engagement evoked from family archives across a range of media and how the
materiality of theses archives influence our memories associated with family. A series of
installations emerged, including—video works, photo-media sculptures created from over
3000 35mm slides, projections, new media, photography and audio. This exegesis draws
parallels between relevant theoretical discourses, the work of visual artists Tacita Dean
and Kutluğ Ataman, and my creative outcomes over the course of this candidature—
spanning both studio experimentation and exhibited work. Creative outcomes of this
research were exhibited over the course of my candidature, these exhibitions are—
Becomings (2014); The Substance of Memory (2015) and the final exhibition Object
Data Memory (2015).
A reflexive studio inquiry spanning work-in-progress and exhibitions have fundamentally
expounded the creative outcomes of this research. Central to this research is to
investigate how new media has influenced the traditional role of the family archive. This
exegesis aims to elucidate how a creative arts praxis integrating a multi-method research
approach, in conjunction with reflexivity, has manifested a series of interactive and
immersive installations that illuminate our bodily engagement with family archive
materiality and what affect this has on the performance of memory.
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Introduction

This research investigates how new media has affected family archive materiality and what
effect this might have on what and how we remember. Photographs, videos and sentimental
objects became of personal interest to me after the death of my father when I was 10 years
old, after which, the tangible artefacts of memory became poignant reminders of him. In
recent years, I have witnessed my grandmother suffer from Alzheimer’s and watched her
memory deteriorate with this disease. These subjective experiences have influenced my
relationship with family archives and opened up questions regarding the role technologies
provide to supplement, enhance and reinforce our memories. In this exegesis, the research
process is critically analysed to map how my creative arts practices have manifested through
theoretical frameworks, studio inquiry and exhibiting creative work.

Aim
The aim of this creative arts praxis is to investigate the participatory engagement with family
archive materiality and how this might affect the performance of memory. It is through
creative arts praxis, in conjunction with reflexivity and a multi-method research approach
including installation art, photography and new media that I intend to investigate these
discourses. The aim is to use installation art to investigate how the inherent materiality of
family archives produced from both old and new media influence our bodily engagement and
visual experience, which ultimately influences our mnemonic processes.

Significance
The significance of my creative arts praxis lies in its potential to generate unique and creative
ways of engaging with discourses on family archive materiality and memory through
installation art. By integrating subjective, emergent and interdisciplinary approaches to
creative research, it highlights the capacity to “generate personally situated knowledge, while
at the same time, revealing philosophical, social and cultural contexts for the critical
intervention and application of knowledge outcomes” (Barrett, 2009, p.2). Creative arts
praxis centralises the role of artists embedded in the research process and art-making
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practice—the “main methodology is responsive, driven by the requirements of practice and
the creative dynamic of the artwork” (Gray, 1996, p. 15). My research sits within the nexus of
creative arts praxis—the critical investigation of studio practices have resulted in the
emergence of new methods and art making processes in the form of creative outputs.
These methods emerged as a result of critically analysing both studio practices and
theoretical discourses through an on-going reflexive engagement. The implementation of a
hybrid, dynamic and transparent studio practice, opens up a space to experiment and
produce artistic outcomes that have the capacity to reveal new forms of knowledge and
cultural and social experiences (Grey, 1996; Stewart, 2006; Barret & Bolt, 2010). The
significance of my research is that it uses a creative arts praxis methodology to reveal
theoretical discourses and subjective experiences critical to studio outcomes. The scope of
this research is defined through the analysis of my family archives, including photographs,
negatives, 35mm slides, videos, audio interviews and personal items. As a result, new and
hybrid research methods emerge to include, substantiate and validate the arts practitioner
as maintaining a fundamental role to facilitate and interpret the art making process, whilst
positioning such analysis alongside, and within theoretical frameworks and academic rigor
(Crouch, 2007; Sullivan, 2006; Etherington, 2004; Barrett & Bolt, 2010; 2013). In using my
family archives as source materials, they become embedded within the research

Research Questions
The research questions that drive and inform the theoretical framework and studio practices
of this creative arts praxis are—
1.

How is new media altering traditional notions of family archives and the performance of
memory?

2.

In what ways might a creative arts praxis use installation art to illuminate the
participatory engagement with family archive materiality to mediate our mnemonic
processes?

Chapter Outlines
This exegesis will first set parameters through existing literature in relevant fields that
ultimate defines the scope of this research. The Literature Review has been divided into four
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main sections—materiality, memory, family archives and new media. To limit the scope for
this research, these four broad themes are further separated into discourses that directly
inform my research questions. Integrated throughout this exegesis are works from artists
Tacita Dean and Kutluğ Ataman to draw parallels between the literature that frames my
research and how these ideas are conceptualised through arts-based research. The next part
of this exegesis—Methodologies defines creative arts praxis as the main methodology for this
research, in conjunction with reflexivity and a multi-method research approach using
photography, new media and installation art.
Chapter One—Emerging from the Darkroom, introduces my creative arts praxis through early
studio experimentation and the work exhibited for Becomings (2014). This mode of studio
inquiry revealed media that I had not considered using in my research—projectors, digital
media and installation. The intention of Chapter Two—Investigating the Participatory
Engagement with Family Archives in The Substance of Memory, was to reflexively engage
with a series of installations exhibited in January 2015 at Spectrum Project Space, Perth.
This chapter is divided into the residency process and then the seven individual works
exhibited—A Year in the Life of the Hornums, Displacement, I Forget Now, Behind the
Photograph, Online Archives of Family Objects, It’s 10 o’clock in the morning and daddy’s
just gotten up to have breakfast, Slide Nights.
In the last chapter, Chapter Three—Illuminating Family Archive Materiality in Multi-media
Installation Object Data Memory, I analyse the final exhibition for this Masters of Arts
research held in May 2015 at Free Range Gallery, Perth. This installation is comprised of a
three-panel projection installation and over 3000 35mm slide sculptures. The concluding
section emphasises the conceptual frameworks that underpin this research and intends to
draw together pivotal theoretical discourses and to sum up the outcomes of this creative arts
praxis.
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Literature Review

SEC TIO N O N E

MATERIALITY

“D IGITAL

IS NOT THE SAM E .

Y OU

WATCH IT DIFFERENTLY ,

YOU HANDLE IT DIFFERENTLY , YOU EXPERIENCE IT DIFFERENTLY ”
- TACITA DEAN (AS CITED IN SCHAMA, 2011, PARA. 3.)

Materiality is a key term embedded throughout my creative arts praxis, and as such it is
necessary to define and establish the assimilation of this term at the forefront of my
theoretical framework. Defining the term materiality is a difficult task for scholars and
theorists across a range of disciplines, including archaeology, social anthropology,
cultural geography, feminist philosophy, performance studies and visual cultural studies
(Leonardi & Nardi, 2012; Dant, 2004; Lorimer, H, 2013; Rose & Tolia-Kelly, 2012).
Broadly defined, according to Hayden Lorimer (2013), the term materiality is suggestive
of “emergent theories about how we should understand the very existence of stuff, and
our diverse experiences of, or encounters with it” (p. 32). Materiality in this context
references “the geographical authority to describe the nature of the lived world” (Lorimer,
2013, p.32). Paul Leonardi, Bonnie Nardi and Jannis Kallinikos (2012), map the
historical understandings of the term materiality, defined as “indicative of both the
embodied nature of human experience, the multiple entanglements of humans with
material objects and artefacts, and the various supports these provide to human
pursuits” (p. 7). They argue that
materiality is not a casual force of social outcomes but a fundamental human condition
tied to the material anchorage of human agents and what is often perceived as the
inexorable reality that everything that happens cannot but happen in a “here and now”. In
some way or another, materiality is in the very end equated with materialisation that
seems to be considered the passage through which everything exists ultimately acquires
material status. (Leonardi et al., 2012, p. 9)
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In this view, materiality underpins the fabric of our human condition—everything that
exists undergoes a process of materialisation to procure material status (Leonard et al.,
2012; Leonardi, 2012). This is further explored by Barbara Bolt (2013), who contends
that materiality or “materialism is an understanding or theory of the world asserting that:
all entities and processes, including human beings, ‘are composed of — [sic] or are
reducible to — [sic] matter, material forces or physical processes’ (p. 2). It is through this
lens that materiality is defined in the context of my creative arts praxis. Whereby, the
term materiality not only encompasses physical objects but also as of “non-solids and the
processual—the weird materiality inherent in the mode of abstraction of technical media”
(Parikka, 2012, p. 99). To apply this definition within the context of family archives, the
material object or intangible processes that define the way that we archive and narrate
our family history sits within the discourses of materiality. Literature in this section will
build upon this definition of materiality in the context of my own creative arts praxis and
has been further divided into—Media, Object and Human Agency: the mediation of
human experience and Framing Materiality in Installation Art through Tacita Dean’s Film
(2011).

Media, Object and Human Agency: the mediation of human
experience
The relationship between technology and materiality, suggested by Leonardi et al.,
(2012) are innately interconnected, analysed according to their “persisting objectness
granted to them by their material or corporeal status” (p. 8) and by their inherent
functionality that their materiality embodies or requires. My research centralises
materiality within this debate—the technological objects that alter human experience
materialise in a mutual relationship with human agency (Leonardi et al., 2012; Dant,
2004; Goble, 2010). The materialisation of human experience through technologies
proposes

two

fundamental

arguments—technological

determinism

and

social

constructionism. Tim Dant (2004), Sarah Kember and Joanne Zylinksa (2012) synthesise
key theories in order to critically analyse the discourses surrounding technological
determinism and social constructionism. Kember and Zylinksa (2012) credit this
influential debate to theorists Marshall McLuhan and Raymond Williams in the 1960s
and 1970s. McLuhan and Williams’ ideologies frame the analysis of the relationship
between human experience and machines and whether society and technologies have
manifested in parallel or opposing ways. As Kember and Zylinska (2012) describe, the
crux of their argument is that technological determinism proposes, “technology causes
changes in culture and society”, whereas social constructionism regards “technology as

5

merely the effect of on going changes in culture and society” (p. 6). These opposing ideas
suggest that power lies, on one hand, solely with technology (machine agency), and on
the other, to humans, cultures and societies (human agency) (Kember and Zylinksa,
2012). The core of this debate focuses on the effect of these technologies to determine
the cultures they exist within, the social outcomes they procure and the affect on our
engagement and experience with the world (Kember and Zylinska, 2012; Dant, 2004;
Leonardi et al, 2012; Goble, 2010). Central to my research is the question of how these
technologies and new media have influenced the participatory engagement with family
archive materiality. Dant’s (2004) sociological lens on materiality advocates that one of
the fundamental transformations to human material life was industrialisation. As early as
1934, Lewis Mumford predicated the profound affect on human culture from
technologies that altered the “flow of human life”, (as cited in Dant, 2004, p. 35).
Technologies bought about new ways to experience and reconfigure the world, according
to Dant (2004), for Mumford, this is exemplified in the clock—“a mechanical device that
has had cultural effects far beyond its mechanical innovation as an object” (p. 35). The
clock interconnects machines with human practices—it manifested the ordering of time,
which has infiltrated almost everybody’s daily life (Dant, 2004). This example illustrates
that technologies produce new “embodied, material relationships with the world that
alter the infrastructures of our social frameworks (Dant, 2004; Goble, 2010). These
theories establish materiality as a discourse to analyse family archives by acknowledging
that these artefacts reconfigure the world based on their material status as objects and
functional status within individuals, families and society.
Recent literature (Leonardi et al, 2012; Leonardi, 2012) has repositioned this
technological determinism versus social constructionism debate under a new term—
sociomateriality. Paul Leonardi (2012) references both the social and materiality, by
arguing “(a) that all materiality is social in that it was created through social processes
and it is interpreted and used in social contexts and (b) that all social action is possible
because of some materiality” (p. 32). What Leonardi (2012) suggests is that materiality is
to be viewed as a concept that refers to properties of a technology that transcend space
and time, while sociomateriality may be used to refer to the collective spaces in which
people come into contact with the materiality of an artefact and produce various functions.
(p. 26)

In this view, technology can be distinguished either by technical and material properties
or function to alter the fabric of society. This is valuable to my research as it assists with
analysing the family archive—the camera, for example, defined by its (and the users)
technical capacity to produce images but also by its ability to function as a mnemonic
device (Leonardi, 2012; Sontag, 2008). The photographs produced from a camera are
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disseminated amongst collective spaces that ultimately, alter our engagement and
experience with the world by disrupting social frameworks, culture and human condition
(Dant, 2004; Leonardi et al, 2012; Leonardi, 2012; Goble, 2010). For these reasons,
Tomas Hughes (as cited in Lievrouw, 2014) suggests that existing theories between
technology, object and human agency do not take into account the complexities of social
change. Hughes (as cited in Lievrouw, 2014), suggests “a cycle of mutual shaping in
which social; and material components are joined into complex, networked relationships.
‘Cultures of technology’ grow up around certain technological systems and create
momentum” (p. 28). This theory—technological momentum—attempts to account for the
“dual social and material nature of technology” (Lievrouw, 2014, p. 28). My research
aligns itself with these ideas in that social and cultural frameworks affect the
development of technologies to support, alter and enhance human experience.
Importantly, at the same time, technology/machines work in a reciprocal relationship that
also drives the formation of society and culture.
Kember and Zylinska (2012) assert that on a biological and socio-cultural level, humans
have become increasingly consumed and entangled with new media technologies.
Mediation becomes a key trope for understanding and articulating our being in, and
becoming with, the technological world, our emergence and ways of interacting with it, as
well as the acts and processes of temporarily stabilising the world into media, agents,
relations, and networks. (Kember & Zylinska, 2012, p. xv)

With this understanding, old and new media can be viewed “in terms of the interlocked
and dynamic process of mediation” (p. 1). Life After New Media: Mediation as a Vital
Process (2012) links seminal literature on the concept of mediation within media studies
and provides valuable discourses that frame the understanding of the term mediation
within my creative arts praxis. In this text, new media is positioned as a series of
processes of mediation and the “temporal aspects in relation between events and their
mediation” (Kember & Zylinska, 2012, p. xvi). In the context of my arts praxis, the term
mediation can be understood as the way media affects our participation, engagement
and experience through physical objects and intangible processes. For Kember and
Zylinska (2012) “mediation is the originary process of media emergence, with media
being seen as (ongoing) stabalisations of the media flow” (p. 21). Largely within
academic debates, the term mediation is linked to Marxist theory, referring to “the
reconciliation of two opposing forces within a given society (i.e., the cultural and material
realms, or the superstructure and base) by a mediating object” (Kember & Zylinska,
2012, p. 19). To apply this concept within media studies, Aeron Davis (as cited in Kember
& Zylinska, 2012) asserts that it is viewed as the “’mediating factor of a given culture’
that takes the form of the ‘medium of communication itself’” (p. 19). Materiality in this
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creative arts praxis is used as a lens to frame the relationship between human
experiences and technologies. This can then be applied to critically analyse the media
that produce our family archives and their role in affecting the performance of our
memory as extrapolated throughout this exegesis.
The term performance for the purpose of this research refers to the ephemeral processes
that occur through cognitive and bodily engagement with family archival materials. As
explored by Vikki Bell (1999), performance is defined as interconnected with the notion
of belonging, whereby she contends that “identity is the effect of performance, not vice
versa” (p. 3). Elin Diamond (2008) describes, archives are silent, until “you take hold of
it, it becomes a performance site, a materialisation of an implied narrative already
spatialised and arranged. Like performance, the archive is a site of transformation, its
material substrate transformed by touch and interpretation into knowledge” (p. 22). In
Diamond’s (2008) view, family archives are a performance, in the sense that they
generate story telling, narrative, identity and belonging. Family archives present an
indexical relationship to the past that links our identity in the present (Sontag, 2008;
Barthes, 2010)—the physical process of archiving, viewing and handling these objects of
memory can be viewed as a performance that reinforces our connection with the past
(Bell, 1999). These ideas intersect with my own work by connecting the performance
aspects of archival materiality and the performance of memory.

Materialistic Dialogues of Creative Practice and Tacita Dean’s
video installation Film (2011)
Artistic practices and processes rely on the handling, engagement and tactile process
between artist and materials and media. Materiality within the context of creative
practice, as argued by Bolt (2013), assumes the fact that an “artistic relationship
embodies a materialistic dialectic” (p. 4). What this suggests is that “art is a material
practice and that materiality of matter lies at the core of creative practice” (Bolt, 2013, p.
5). Materiality is positioned within my arts praxis alongside the view that artistic practices
negotiates the relations between the various bodies that enable art to come into being –
[sic] the material bodies of artists and theorists, the matter of the medium, the
technologies of production and the immaterial bodies of knowledge that form the
discourse around art. (Bolt, 2014, p. 7)

The materialistic handling between artists and media underpins the outcomes of artistic
practices. As Estelle Barrett (2013) states “artistic experience…occurs as a continuum

8

with normal processes of living and is derived from an impulse to handle objects and to
think and feel through their handling” (p. 64). The physical relationship with media and
objects in artistic practices is viewed by Barrett (2013) as a corporal experience that is
motived by “emotional, personal and subjective concerns; it proceeds not only the basis
of explicit and exact knowledge but also on tacit and experiential knowledge” (p. 64).
These discourses are central within my art practices and Dean’s, whereby the outcomes
of artistic practices have emerged from the direct handling of media that evokes sensory
and emotive experiences.
As an arts based researcher, I interconnect subjective experiences that drive the desire
to make art, and the materials used in the art making. The materialistic dialogue within
my arts praxis is a vital component—firstly, through the direct handling of personal
archives in the art making process. Secondly, through handling media and technologies,
it highlights the varying physical ways we interact, participate and experience with their
materiality. Therefore, the outcomes of creative practice are directly informed by a
mediums materiality. These ideas can be applied to Dean’s installation Film (2011)
which uses traditional analogue film making techniques and installation art to embody
the viewer into an experience with the materiality inherent within this media.

Figure 1. Tacita Dean, (2011), Film in the Turbine Hall at Tate Modern (installation view). Photograph: Ray
Tang/Rex Features. (Exception to copyright. Section: ss40, 103C. Exception: Research or study.)
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Deans’ work, Film (2011) (Figure 1), is an 11-minute silent film projected onto a 13metre monolith in the Turbine Hall of the Tate Modern. Dean shot the footage on 35mm
film using an anamorphic lens that doubles the width of the frame, Dean then turned the
image on its side into a looming vertical (Krauss, 2012). Framed at the edges with
sprocket holes that directly reference a roll of film, in the centre, a changing array of
footage featuring “patches of bright monochromatic colour, ostrich eggs, a waterfall, an
escalator, bolts of lighting, as well as various other inventions made possible using what
Dean calls ‘disused film techniques’ such as masking, tinting and glass matte painting”
(Krauss, 2012, p. 416). The found images and footage that Dean incorporates into her
work reveal “the artist’s nostalgic relationship with the past, coupled with her sense of
discomfort about the future” (Zylinska, 2010, p. 143). In many of Dean’s works she plays
the role of the archivist by constructing, selecting and disregarding visual traces and
fragments from the past. Zylinksa (2010) describes the analogue image and the found
object “serve as anchors for the wounded self that is trying to locate itself in a world
where the roles of the producer and consumer of media images are becoming
increasingly blurred” (p. 142). These ideas are reflected in my own arts praxis that uses
found imagery from my family’s archive. Similar to Dean, the images and footage used in
my own work have been selected and constructed in an attempt to evoke the nostalgic
relationship to the past promoted through the inherent materiality of analogue media.
Film (2011) was painstakingly edited by Dean to pay homage to a “form that is about to
die, killed off by digital film making” (Higgins, 2011, p. 1). The atmospheric nature of
Dean’s installation promotes nostalgia for a medium that is becoming obsolete, with her
intentions not just to glorify the medium but also to advocate against its extinction.
Analogue media imposes discipline upon the filmmaker, whereby; digital filmmaking is
described by Dean as “sloppily forgiving and indulgent” (as cited in Schama, 2011, p.
28). Dean asserts that:
if the industry can begin to understand film as a medium as different from digital in the
production of images, as photogravure is from ink-jet printing, then they will at last realise
that they have two mediums with which to make pictures to entirely different autonomous
and functioning mediums who coexistence can increase the wealth and richness of their
art. (2012, p. 200)

According to Dean (2012), the evolution of filmmaking is likely instead, to see the
“annihilation of one in order to achieve the complete and total accession of the other” (p.
200). Jonathan Crary (1993) advocates that “these emergent technologies of image
production are becoming the dominant models of visualisation according to which
primary social processes and institutions function” (p. 2). In the photographic industry,
the obliteration of analogue cameras and film has almost succeeded due to the
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advances in digital cameras, hand-held devices and real time technologies. The use of
VHS home movie tapes in my own work illuminates similar ideas, whereby, this media is
now obsolete due to the embedding of cameras into portable devices such as mobile
phones and tablets. Videos now exist amongst personal devices and are encoded as a
set of numerical data—these videos are far removed from the way VHS home movies
functioned.

Figure 2. Tacita Dean, (2011), Film (from Tate Modern’s Turbine Hall. Photographers: Marcus Leith and
Andrew Dunkley. (Exception to copyright. Section: ss40, 103C. Exception: Research or study.)

The vertical nature of Film (2011) results in producing a “portrait format film for a portrait
format space [that] embodies and immerses the viewer in a space that allows the viewer
to not just watch a film but experience a film” (Knowles, 2012, p.5) (Figure 2). Dean’s
work is significant to my creative arts praxis by demonstrating how the experience of the
distinct material properties of analogue mediums can be conveyed through installation to
immerse the audience into a reflexive dialogue with the medium itself. Although Dean
produced this work through analogue techniques, the resulting installation is projected
digitally, resulting in an interesting tension between the two media. The work explicitly
echoes tangible analogue techniques, yet when projected in the gallery space it
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transforms into an intangible representation. Dean’s work illustrates the handling of a
medium’s materiality and how these affect the overall outcomes of artistic practice.
Compared to digital filmmaking, Dean suggests that analogue film making techniques
impose different bodily engagements and experiences that affect the outcomes of artistic
production. Despite the fact that the effects in Film (2011) are possible in digital postproduction, they are “resolutely, materially specific to film, manifesting both the
conventions and constraints of celluloid and its shifting ever-elastic capabilities” (Krauss,
2012, p. 418). Dean highlights “‘mistakes’ arising from the contingencies of mechanical
filmmaking at such a grass-roots, artisanal level—flares, chemical burns and
inconsistencies of colour and exposure caused by hand processing” (Walley, 2012, p.
18). Jonathan Walley (2012) describes that when these visible traces remain in a
finished artwork, it “reflexively calls a viewer’s attention to a film’s distinct physical
properties” (p. 19). My arts praxis intends to convey similar attention to the physical and
material properties of analogue media such as VHS family home movie tapes. Parallels
can also be drawn from Dean’s use of out dated technologies, installation and the multipanel projections in my own creative practice. Both of our intentions are to immerse the
audience into screen-reliant installation art and the evocative nature of analogue
materialities to engage the audience into reflexive dialogues with the medium itself. This
reflexive dialogue manifests through visible traces of the past that are inherently
analogue in materiality, providing a sense of authenticity and nostalgia. When viewing
this imagery, the intention is for the audience to draw upon their own knowledge and
lived experiences to piece together a narrative. This reflexive dialogue will be discussed
further in Methodology and when specifically discussing my arts practices and the final
outcomes of studio practices and exhibitions that comprise this research.
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S E C TIO N TW O

Memory and the
Performance of Memory

“EVERYTHING IN LIFE IS MEMORY”
- MICHEL GAZZANIGA (AS CITED IN FOSTER, 2008, P. 2)

My creative praxis investigates how our processes of recollection and remembrance are
affected by the material engagement with family archives across oral, literary and visual
mediums. It is not within the scope of this research to define the history of memory, nor
extensively explore the cognitive, biological and neurological definitions of memory.
Notions surrounding memory in the context of family, recollection and belonging link
literature discussed in this section. The function of memory is discussed as it relates to
our connection with the past and influences our present. In addition, it is beyond the
scope of my research and unsubstantial to my arts praxis to discuss notions of grief, loss,
nostalgia or trauma. My research is concerned with investigating how the externalisation
of memory through the materiality of our family archives affects our mnemonic
processes.
To situate my praxis within the broad scope of memory studies, I have analysed literature
in this field from three perspectives. In the first part of this section, the classical roots of
the art of memory will be discussed according to Plato, Aristotle and Frances Yates.
Secondly, I will locate family memory in the context of collective memory studies, as
established most notably by theorist Mauruice Halbwachs (1964) and explored through
Kutluğ Ataman’s video installation work Testimony (2007). Lastly, I will identity the
processes of memory that enable remembering, storage and retrieval of memories using
Henri Bergon’s notion surrounding the archival processes of memory. Literature in this
section provides a framework for memory discourses to enable the contextualisation of
the performance of memory in my research.
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The Architecture of Memory
A substantial volume of literature exists across a diverse range of disciplines that inquire
into the role of memory. Joanne Garde-Hansen (2011) proclaims that the fascination with
memory and remembering extends as far back as Aristotle and Plato, and includes a
diverse range of more recent philosophical writers such as Friedrich Nietzsche, Sigmund
Freud, Henri Bergson, Pierra Nora and Walter Benjamin. Memory as a metaphor for a
storehouse or archive can be traced back to classical mnemonics, most notably Plato
who first associated “memory as being like a wax tablet—impressions would be made,
subsequently stored so that they can be retrieved later” (Foster, 2008, p. 6). The
discourses derived from classical memory studies, as Garde-Hansen (2011) asserts are
interwoven by the philosophy that “memory, remembering and recording are the very key
to existence, becoming and belonging” (p. 18). Earlier work by Patrick Hutton (1987;
1993) maps seminal theories from philosophers, historians and poets to provide a
comprehensive synthesis of the historical roots of the topic of memory. Hutton (1987)
argues that classical mnemonists perceived memory as “corresponded to their
conception of the structure of knowledge [that provided] a way of understanding the
world” (p. 372). In Aristotle’s view, memory was an instrument; knowledge was
constructed from sensory experience and that memory processes should be evaluated by
their capacity to “fix images that heighten sense perception” (as cited in Hutton, 1987, p.
374). As further explored by James Murphy (2002), Aristotle proposes that our
experiences of being in the world are transcribed into our memory, and this affects our
perception and knowledge of the world. Murphy (2002) explains
all knowledge of the real world begins with sense impressions that are then collated by a
sixth sense in to a Phantasm and thence into an image, or perception; it is the perception
that the object of memory, or the retention of what was known in the past. (p. 218)

In this view, memory is a tool to accumulate a perception of the past based on the mental
images that are stored in our mind. This seminal philosophy from classical mnemonists
perspectives underpins human’s fascination to fix our mental images in as much detail
as possible, which essentially reinforces and heightens our perception of the past, to link
it with the present (Gibbons, 2007; Hutton, 1987, Murphy, 2002; Garde-Hansen, 2011;
Brockmeier, 2002). These notions are valuable to my research by highlighting the
importance of memory and the allure to develop technologies that extend, supplement
and reinforce the processes of memory.
If memory was understood by classical theorists to heighten our knowledge of the world,
then it is understandable why Neoplatonic philosophers idealised about the physical and
mental capacity to store such an abundance of knowledge (Hutton, 1993; Garde-Hansen,
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2011). Francis Yates, an influential theorist on the study of memory, describes this as an
“ambitious quest for a unified paradigm of knowledge…[in which,]…this structure of
knowledge envisioned was spacial” (as cited in Hutton, 1987, p. 375). Yates’ (1966) text
Art of Memory proposes the art of memory emerged from the discipline of rhetoric—
orators wanted to improve their ability to deliver long speeches. One approach was the
architectural type, which meant to “imprint on the memory a series of loci or places”
(Yates, 1966, p.3). Similarly, Hutton (1987) asserts that the workings of memory in
classical times presumed that images were collated and stored in “an architectonic
design, in which the knowledge to be remembered was to be situated” (p. 374). In this
architectonic design the orator would attach parts of the speech to be remembered to
specific parts in a building or room. Yates’ (1966) urges his readers to “think of the
ancient orator as moving in imagination through his memory building whilst he is making
his speech, drawing from the memorised places the images he has placed on them”
(p.6). These mnemonic exercises emphasise the importance of memory to function within
specific sites that locate, and ultimately, attempt to fix memories. This idea is reaffirmed
in Hutton’s 1993 paper stating, “the art of memory as it was traditionally conceived was
based upon associations between a structure of images easily remembered and a body
of knowledge in need of organisation” (p.29). These notions are valuable to my research
as they emphasise memory as situated by mental anchors and physical objects (including
family archive) as tools to retrieve and recall experiences, events, places and memory
that ultimately enable the construction of identity, narrative and belonging.
My family archives in this creative arts praxis operate under similar conditions to Yate’s
(1966) architectonic design—they enable sites of memory that are navigated through in
order to recall and remember memories that reinforce the knowledge of my childhood
and family history. To recontextualise classical rhetoric’s perspectives of memory through
a contemporary lens, Sarah Hornstein (2011) claims we “attempt to situate our past
landscape in our imagination” (p. 130). Two central points are advocated by Hornstein
(2011), firstly, architecture is understood as a physical and literal site of remembrance,
and secondly, it can omit the boundaries of physical structures and cross over into
symbolic constructions (p. 3). Horenstein (2011) argues that architecture refers to a
“framing device or a boundary marker that relates to constructions of frames, shapes
and spaces” (p. 137). The term architecture operates within my creative arts praxis as
both a reference to a physical place and a virtual world—the physical structures and the
symbolic constructions that become visual triggers for remembrance. Architecture as a
metaphorical association with memory resonates strongly in my research—as will be
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extrapolated throughout this exegesis, this concept of architecture is interwoven
throughout discourses surrounding our family archives, new media and installation art.

Investigating

the

Performative

Viewing

of

Family

Archives

through Kutluğ Ataman’s video work Testimony (2006)
The literature in this section intersects with my research by defining memory within the
familial framework and then positions these discourses through Kutluğ Ataman’s video
work Testimony (2007). It is important to note that I am aware of ethical questions raised
by Ataman’s work including representation and false memory, however, to explore these
questions in the detail required is beyond the scope of this research. Maurice Halbwachs’
seminal theories acknowledge memory as a process involving the “interplay of repetition
and recollection, but argues that it operates according to social rather than psychological
dynamic” (as cited in Eril, 1994, p. 149). Astril Eril (1994) explains Halbwachs’ theories
regarding memory stem in opposition to the Freudian perspective that theorised “the
entire record of an individual’s memory is preserved whole in the psyche” (p.78). In
Halbwachs’ view, our ability to remember and forget is based “according to the memory
frames and practices of the groups of which they are members” (as cited in Brockmeier,
2002, p. 23). Halbwachs’ notion of mémoire collective—and later termed by Jeffrey Olick
(as cited in Eril, 2011, p. 304) as collective memory—is mutually dependent on individual
memory (Brockmeier, 2012; Eril, 2011; Hutton, 1993). Our memories begin at birth
(generally speaking), our families are the first group we belong to, they provide a home
defined by historical, social, economic and technological factors and they teach us family,
social, cultural and religious values handed down from generations. Jens Brockmeier
(2002) suggests that as we grow into the social communities that manifest our world, we
are re-appropriating these “frames and memory practices spontaneously, without
conscious effort or formal instruction, as we learn to communicate and to organise our
individual memories in the process of everyday routines” (p.23). These subjective
experiences constitute our understanding of the world, our perception of the world, our
sense of belonging and our identity (Eril, 2011; Brockmeier, 2002; Kuhn, 2007; 2010;
Bietti, 2010).
This literature is relevant to my research as it highlights the importance of family memory
in developing and preserving our family heritage, individual identity and social
understanding of the world. The role that family archives have played in my own family
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illuminates these views—the tangible record of my family history and my own childhood
has strengthened my identity and sense of belonging in the world. Kim Etherington
(2004) believes “nothing is fixed; knowledge can only be partial and built upon the
culturally defined stocks of knowledge available to us at any given time in history; reality
is socially constructed; there is no fixed and unchanging ‘Truth’” (p. 27). I am in support
of Etherington’s (2004) notion, and also believe that we make our own meaning from the
constructed world we live in, in other words, “reality is socially constructed and
subjectively determined” (2004, p. 71). The way knowledge is obtained rests on “our
senses and experiences, as recorded in memory, but also includes much of the
accumulated and codified knowledge of the societies in which we live” (Maddox, 1993, p.
1). To apply these notions within the context of arts-based research, artists should not
deny responsibility for what they have experienced throughout their lives—experiences
that inform, support and inspire their artistic expression and production (Etherington,
2004; Maddox, 1993; Stewart, 2006; Barrett & Bolt, 2009). These notions establish my
knowledge and subjective experiences as intrinsic to my art making and research
process, as outlined in the methodologies and research methods underpinning my
creative arts praxis.
Recent texts by Eril (2011), Kuhn (2007; 2010) and Bietti (2010) centralise family
memory as a specific type of collective memory. Eril (2010) proclaims oral story-telling
and the handing down of narratives between children, parents and grandparents,
constitutes “inter-generational memory” (p. 306). Family memories are constantly shifting
and re-appropriating what is taken from the past, in combination with new “perspectives,
knowledge and desires of the present” (Eril, 2011, p. 307). Through a qualitative and
ethnographic approach, Annette Kuhn (2007; 2010) establishes a more contemporary
notion of Halbwachs’ theories, which she defines as performative viewing. Kuhn (2007;
2010) analyses her own family albums and runs small workshops to inquire into personal
family photographs and the cultural production of memory. What this research
establishes, is that the family photographic album evokes performative aspects of
memory to reinforce and embed narrative and connectivity between generations—the
foundation of any culture (Ketelaar, 2005; Kuhn, 2007; 2010). The role of the family
photographic album will be explored in further detail in Section Three: Archives, however,
presenting Kuhn’s (2007; 2010) theories at this point emphasises the performative act
of telling family stories and narratives as key features to provide a sense of belonging
and enrich our personal narratives.
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Lucas Bietti (2010) applies Kuhn’s (2007; 2010) notion of performative viewing to
analyse family conversations. Verbally sharing the experiences of family members over
time to other family members “contributes to the construction of family autobiographical
narratives that are handed down from one generation to the next” (Bietti, 2010, p. 503).
Family archives used in one of the installation works contains audio conversations
between my grandmother and mother, which were recorded in the aim to preserve my
grandmother’s memories before they deteriorated due to Alzheimer’s. These provide an
example of how family conversations can be viewed as a performative experience to
reinforce memories. The recorded conversations of my grandmother’s personal
experiences will now be handed down to future generation and influence the construction
of family narratives. Parallels can be drawn from the discourses in this section to Turkish
contemporary artist Kutluğ Ataman’s hybrid artistic practice, which explores notions
surrounding identity, heritage and memory. Ataman combines “the conventions of
documentary filmmaking with the presentation strategies of contemporary video art”
(Moser, 2010, p.1). Underpinning most of his work is the exploration of how individuals
and society are re-enacting and reconstructing their own identities in infinite ways
(“Kutluğ Atamans First Retrospective,” 2010). His approach to making art is driven by the
desire to tell stories and narrate the lives of individual identities—of which, the
boundaries are blurred between fact and fiction, real and imagined.
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Figure 3. Kutluğ Ataman, (2006) Testimony [video still]. (Exception to copyright. Section: ss40, 103C.
Exception: Research or study.)

In the video work, Testimony (2006) (Figure 3), Ataman interviews his Armenian nanny
whose identity was always kept a secret, and who now suffers from Alzheimer’s. Ataman
(2007) describes that “this piece is very objective (home video, simple questions,
straightforward use of camera and editing) and, at the same time, very subjective (using
a subject as a comment other than as it is really intended to be, hence making a
comment)” (para. 1). There is an on-going negotiation between objectivity and subjectivity
that also underpins my own creative arts praxis. It is not Ataman’s intention to find out
the truth of his nanny’s identity, but to use amnesia as a metaphor for both history and
memory. This is similar in my creative praxis, whereby, I am not intending to convey any
particular family narrative—these subjective archives are employed to expose the
externalisation of memory. Harry Maddox (1993) asserts that, “human knowledge
depends not only on the sensory input but on memory; and memory is notoriously fallible
and subject to decay over time” (p. 3). As I have experienced through witnessing my
grandmother’s memory deteriorate with Alzheimer’s, this work illuminates the fragility of
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memory, which when it is lost, it impacts on our ability to locate our identity and family
narrative, so they, too, are lost.

Video 1. Kutluğ Ataman, (2006), Testimony (from: Istanbul Biennial, Turkey). [installation view].
CLICK TO PLAY

Testimony (2006) (Video 1) centralises the role of memory to reinforce our individual
identity and to obtain a sense of belonging in in the world. Mark Prince (2011) explains
“time and illness have sealed this repression; the woman can no longer recall her own
origins. Ataman’s video camera and gently coaxing questions attempt to preserve her
image and resuscitate her memory” (para. 13). These ideas are foundational to the
understanding of how the Western world has attached such an enormous amount of
dependence and desire for media to extend the workings of memory. Prince (2011)
describes that Ataman “hands the woman old photographs which she stares at
uncomprehendingly, although she does recognise Ataman: ‘You are Kutluğ. I thought
Kutluğ was somewhere else’” (para. 13). Ataman records the performance of memory by
the physical handling of these tangible artefacts, illustrating that the external devices
used to record our lives ultimately assist to locate memories. The way that our memory
functions due to the mental anchors provided by photographs and family archives is
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central to my research. The tangible record of our family history provides a context to our
identities and locates our history within a family narrative—reinforcing our memories with
the evidence that these events occurred and the presence of lives that were lived.
Testimony (2007) uses video as a research method to explore these notions. These ideas
intersect with the ideologies surrounding the memory processes that occur to locate
these memories.

Processes of Memory: archival or non archival
The invention of the printing press, which fundamentally impacted Western culture in the
middle of the fifteenth century, is credited to Gutenberg, (Rachal, 1988). Due to
industrialisation and commercial applications of the printing press, research in the field
of memory took a considerable turn in the nineteenth century, revolutionising the way
that we narrated the past—“print transformed words from sounds to be heard into
surfaces to be seen” (Hutton, 1987, p. 382). Pierre Nora (1989) states:
modern memory is above all archival—it relies on the materiality of the trace, the
immediacy of the recording, the visibility of the image. The less memory is experienced
form the inside the more it exists only though its exterior scaffolding and outward signs—
hence the obsession with the archive that marks our age attempting at once the complete
conservation of the present as well as the total preservation of the past. (p. 13)

Nora (1989) theorises that memory process shifted from rhetorical exercises in our
minds to the externalisation of memory—a major influence for our archival obsession with
memories. According to Nora (1989), “in just a few years, then, the materialisation of
memory has been tremendously dilated, multiplied, decentralised, democratised” (p. 15).
Jens Brockmeier’s (2010) expands Nora’s (1989) ideas by stating that the social and
cultural practices of remembering and forgetting in contemporary society are more fluid,
ephemeral, exposed and increasingly controlled by the individual. Brockmeier (2010)
advocates to “conceive memory as a movement within a cultural discourse that
continuously combines and fuses the now and then, and the here and there. In the
process, this movement traverses various modes of knowledge, awareness and
consciousness”. (p. 21).

In this view, new perceptions of memory are beginning to

emerge that redefine memory processes as transient and in an on-going process of
connecting the past and the present, and the present with the past.
Katherine Elkins (2002) advocates for memory’s non-archival practices by proposing
“remembrance is always an act of recollecting fragments scattered across different
regions of the brain” (p. 48). Elkins (2002) posits that we do not store images of past
events in a memorial archive in a mind, “rather, we piece together a memory that is
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recollected only after encountering a fragment that reminds us of it in the external world”
(p. 49). Richard Candida Smith (2002) argues, “memory exists in an on-going
performance and response. Traces of the past otherwise slip into the archive” (p. 3). The
focus of my research addresses the metaphorical association of memory in the context of
family archives and how our processes of memory have altered as a result of the
externalisation of memory through new media technologies. This literature frames the
understanding of the workings of memory to act almost as a performance—occurring
subconsciously and consciously through visual traces that evoke the mind to enter into
the process of piecing together these fragments. Garde-Hansen (2011) draws parallels
between Nora’s (1989) theories to Henri Bergson to suggest the individual is now at the
centre of interpretation, whereby “the individual selects what is meaningful and what has
immediate value” (p. 20). James Burton (2008) advocates, human memory can be
reinforced, supplemented and enhanced through external recording technologies,
“bound up with the deep-seated cultural assumption that they function not only in
parallel, but in identical or at least compatible ways” (Burton, 2008, p. 322). Reflecting
theoretical discourses outlined in the first section of this literature review surrounding the
mutual relationship between technologies and human agency—both are moulded by each
other, that in turn alters our bodily engagement, visual experience and mnemonic
processes.
Michael Foley (2013) reinforces these ideas—memory does not sit in a dusty storage
archive in our mind, but is constantly shifting and evolving between past and present.
Memory, is described by Garde-Hansen (2011) as “emotive, creative, empathetic,
cognitive and sensory. We rely on it, edit it, store it, share it and fear the loss of it. The
same can be said of the media we consume” (p. 6). Memory is defined in the context of
my research through this literature, where Burton (2008) proclaims, “memory has been
conceived archivally whether as a wax tablet, warehouse, library or computer throughout
western culture” (p. 322). This literature emphasises that mnemonic processes are
deeply engrained with the technologies and devices. This creative arts praxis explores the
sensory and cognitive experience that we have attached to the externalisation of
memory. With the understanding of materiality and mediation as discussed in the
previous section, parallels can be drawn between the media that records our memories,
and the way in which our memory functions. In order to contextualise these ideas within
family archives, the following sections will extrapolate these mnemonic processes in
relation to traditional analogue photographic, VHS family home movie tape and new
media.
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S E C TIO N TH R E E

Framing the Family Archive

“PHOTOGRAPHY TRANSFORMS THE PRESENT INTO THE PAST
AND THE PAST INTO THE PASTNESS”
-

- SUSAN SONTAG (SONTAG, 2008, P. 77)

This section examines notions surrounding the archive—this broad term is fundamental
to the scope of this research and, as such, has been divided into three parts. In the first
part of this section, influential theories from Jacques Derrida (1995) examine the term
archive through its physical and metaphorical representations. The second part to this
section explores the concept of performing archives. This concept frames my
examination of the role of analogue mediums within family archives—family albums and
home movie tapes. Family photographs and VHS home movie tapes are the primary
source materials for this creative arts praxis, and therefore, it is imperative to discuss
their significance as archival objects that assist to strengthen family narratives and
memory as framed by the literature in the previous section.

Derrida’s analysis of Archés and Archons of Archives
Jacques Derrida theories outlined in Archive Fever: a Freudian impression (1995)
establishes two fundamental arguments for my research. Firstly, archives and the
archivist are mutually dependent for their existence and survival. Secondly, archives are
intrinsically tied to the technology that stores, records and captures the archival content.
These concepts provide a framework to analyse the role of family archives and their
relationship to memory. These frameworks will then enable the investigation into how
new media has affected family archive materiality and the performance of memory in the
context of my creative arts praxis. A substantial amount of literature (Steedman, 2002;
Rand, 2010; Zyl, 2012; Borggreen & Gade (Eds), 2013; Boshoff, 2012) concerning
notions of the archive draws upon Derrida’s (as cited in Derrida & Prenowitz, 1995)
etymological examination of the word archive. Archival Fever: a Freudian Impression
(1995)

illustrates

that

traditional

notions

of

archives

are

associated

with
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beginnings/origins and authority/power (Derrida & Prenowitz, 1995; Steedman, 2002).
The word archive stems from the Greek word arché and has multiple meanings, including
arché as “beginning” and arché as “rule” or “commandment” (Rand. 2010. p 207).
Derrida (1995) further examines the Greek word arkheion—a word associated with “a
house, a domicile, an address, the residence of the superior magistrates, the archons
[whereby] it is in this domiciliation, in this house arrest, that archives take place” (p. 9 10). This statement establishes the mutually dependent relationship between archives
and the archivists. The significance of Archive Fever (1995), according to Susan van Zyl
(2002), is that it delineated archives from “temporal, juridical and material…to the
classical questions of time, space and power located a point of intersection between
archive and archivist” (p. 41). In defining the archive Carolyn Steedman (2002) states
that they “represent the now of whatever kind of power is being exercised, anywhere, in
any place or time” (p. 1). This suggests that archives can embody both a physical place
such as where official documents are stored or organised and a more fluid definition that
“encompasses the whole of modern information technology, its storage, retrieval and
communication” (Steedman, 2012, p. 4). The term archive becomes a dynamic term that
represents many sites—physical or metaphorical—where traces and fragments of the past
are collected (Diamond, 2008; Steedman, 2012; McGillivray, 2011). Hal Foster (2002)
supports this definition of archive by advocating, “an archive is neither affirmative nor
critical per se; it simply supplies the terms of discourse” (p. 65). The term archive within
the context of this research aligns with these discourses, and can be defined as the fluid
representation of fragments and traces from the past that are preserved across physical
or intangible locations that are intended to later be retrieved and accessed to reinforce
mnemonic processes.
Archive Fever (1995) undeniably expanded the concept of the archive (Mereweather,
2006; van Zyl, 2002; Steedman; 2001). As a result, a greater emphasis on
“microhistories and on alternative, nonmainstream, private and communal practices of
memorialisation” (Rascaroli et el, 2014, p. 1) emerged. Ansel Boshoff (2012) extends
these ideas by stating “a order is no longer assured”, archives are in a continual state of
change and transition and they are never fixed and closed objects (p. 638). Not only is
material added and taken, but the content of the images can be seen from alternative
perspectives that reveal something new (Boshoff, 2012). These ideas reinforce that
memory processes are based on the archival information in its repository to piece
together information in a transitional and on-going performance that assists to identify
ourselves, locate our family and to understand the world. The relevance of this literature
is that it maps notions of the archive that argue it is intrinsically bound to the technology
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that enables the archive to exist. As Derrida (as cited in Derrida & Prenowitz, 1995)
contends “the technical structure of the archiving archive also determines the structure
of the archivable content even in its very coming into existence and in its relationship to
the future. The archivisation produces as much as it records the event” (p. 17). This is
expressed by van Zyl (2002), as “the archiving trace, the archive, is not simply a
recording, a reflection, an image of the event It shapes the event” (p. 41). What van Zyl
(2002) refers to is that the archivable evidence of the event now redefines the event
because it can be remembered in the future in many new contexts—the archive
materiality defines the way it is viewed, accessed and remembered in the future.
Derrida (1995) proclaims that this presents a conflicting double meaning by signifying a
“topo-nomology [whereby, without the] archontic dimension of domiciliation…no archive
would ever come into play or appear as such” (Derrida & Prenowitz, 1995, p. 10). In
other words, the technology that produces the archive also dictates how the archive is
viewed, stored and accessed in the future. The relationship between the archive and the
archivable content is mutually dependent and does not exist without the other. Using the
example of E-mail compared to handwritten correspondence, Derrida (as cited in Derrida
& Prenowitz 1995) argued that E-mail is “transforming the entire public and private
space of humanity” (p. 17) by the re-appropriation of time and global structure. The
authoritative notion of the archive is in question due to this dissemination away from a
centralised space associated with authority, law and place. Suggesting that E-mail, or in a
broader sense, new media dictates how we archive and therefore, it is no longer
experienced in the same way. This concept can be applied when thinking of analogue
photographic images, as described by Jaimie Baron (2014), “the past seems to become
not only knowable but also perceptible in these images—they offer us an experience of
pastness, an experience that no written word can quite match” (p.1). These ideas
underpin my research by positioning the materiality of family archives as essential to the
way archives are recorded, stored and accessed. These notions of the archive set the
stage for this research to apply these concepts in relation to theories surrounding the
family archive, and new media.

Analogue Family Artefacts: performing the archive through
media archaeology and materiality discourses
Theories relating to media archaeology underscore essential discourses surrounding
analogue mediums, including family photo albums and VHS home movie tapes. Jussi
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Parikka (2013) proposes, “media archaeology starts with the archive [and] is a way to
investigate the new media cultures through insights from past new media” (p. 2). This is
particularly relevant to my research which investigates how new media has altered
traditional notions of family archives and the affect this might have on the performance
of memory. Parikka’s earlier text, edited with Erkki Huhtamo (2011), states that media
archaeology is separate from the discipline of archaeology. Media archaeologists
“rummage textual, visual, and auditory archives as well as collections of artefacts,
emphasising both the discursive and material manifestations of cultures” (Parikka &
Huhtamo, 2011, p.3). Ernst’s (2013) theories have particular relevance to my research
by examining the archive at the intersection of materiality and memory. In Ernsts’ (2013)
view, media archaeology refers to “what remained from the past in the present like
archaeological layers, operatively embedded in technologies” (p. 57). By aligning my
research with these perspectives, my family artefacts used in this arts-based research
are weighted with cultural and historical value. To provide a historical backdrop for the
primary source materials in my research, I have separated this section into two parts—
traditional family photography and VHS family home movie tapes.

Traditional Family Photography and Domestic Photo Albums
It is not within the scope of my research to provide a comprehensive historical overview
of the development of photography. What this section intends to outline, are the relevant
discourses on analogue photography and the family photographic album that relate to
the performance of memory. The literature emphasises that analogue photography
produced tangible artefacts of memory that mediate our engagement, experience and
recollection of the past. An essential departure point for any research on photography
and memory can be traced back to optical inventions, most notably the camera obscura—
a device originally invented for artists around “2,000 years prior to its photographic
application” (McQuire, 1998, p. 3). The projection of direct representations of reality was
already conceivable through optical inventions. The key breakthrough in the 19th century
for photography was in the production of chemistry that stabilised and permanently fixed
the image (McQuire, 1998). The invention of photography in 1839 brought an exploitable
method of producing a “photographic print from a negative onto a paper-based material”
(Barthes, 2010, p. 20). Since the 1970s, the social significance and cultural impact of
personal photography has grown exponentially (Van Dijck, 2008), whereby, sociologists
and anthropologists began to acknowledge the significance of photography as a “cultural
rite of family life” (Van Dijck, 2008, p. 60).
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Seminal literature from Susan Sontag (2008) (originally published in 1977) and Roland
Barthes (2010) (originally published in 1980) are cornerstones within literature
surrounding photography and memory and which intersect directly with my creative arts
praxis. Barthes’ influential book Camera Lucida (2010), critically analyses the
relationship between analogue photography and mnemonic function. Barthes (2010)
suggests that the photograph is essentially an object, where “technically speaking,
photography is at the intersection of two quite distinct procedures; one of a chemical
order: the action of light on certain substances; the other of a physical order: the
formation of the image through an optical device” (p. 10). According to Barthes (2010),
“photography, in a very orthodox manner, is a whole network of essences: material
essences (necessitating the physical, chemical and optical study of the Photography)” (p.
21). This description of photography resonates with classical conceptions of memory
described by Candida Smith (2012) as relying “upon a fusion of senses” (p. 2). The
mental images referenced in the ancient art of memory as “the visual (if not
hallucinatory) qualification of memoires preserved and images recollected, comes true in
photography” (Haverkamp, 2010, p. 266). Barthes (2010) contends, “the Photograph’s
essence is to ratify what it represents” (p. 85), whereby, this suggests that photography is
a tool to expand the visual representation of memory.
An understanding of Barthes’ (2010) theories is useful when evaluating Susan Sontag’s
(2008) research on the role of photography and mnemonic function. Sontag‘s (2008)
book On Photography, is another influential text for any research into photography and its
relationship to aid memory. Sontag (2008) affirms that photography emerged after
industrialisation as an acceptable daily activity that transformed society into “image
junkies” (p. 24), further stating that “photographed images do not seem to be statements
about the world so much as pieces of it, miniatures of reality that anyone can make or
acquire” (Sontag, 2008, p. 4). The relevance of Sontag’s (2008) work is that it positions
photography as a tool to collect tangible pieces of reality, that ultimately transformed
photography into an entertaining and enjoyable consumption, in which everyone is
addicted (Sontag, 2008). The essence of analogue photographs, according to Sontag
(2008) is that
they age, plagued by the usual ills of paper objects; they disappear; they become valuable,
and get bought and sold; they are reproduced. Photographs, which package the world,
seem to invite packaging. They are stuck in albums, framed and set on tables, tacked on
walls, projected as slides. (p. 4)

To apply these ideas within the family space, it can be said that families consume images
in order to construct what Sontag (2008) describes as “a portrait chronicle of itself—a
portable kit of images that bears witness to its connectedness” (p. 8). These portable

27

archives were traditionally family photographic albums; they were constructed from
objects in order to actively promote memory and a sense of belonging within families.

Figure 4. Hornum Family Archives, (2013). Photographer: Emily Hornum

Sontag (2008) and Barthes (2010) contend that a photograph can be interpreted by its
indexical relationship to the past and as a physical object. This literature intersects with
my research, firstly, by positioning analogue photography as an indexical and nostalgic
reference to the past. Secondly, by analysing the material characteristics of analogue
photography as memory objects that invite further narratives and story through
inscriptions or placing them within photo albums (Figure 4). Photography has the capacity
to freeze time, presenting an opportunity to re-experience lived experiences in more
detail than most memories can achieve. With the death of my father when I was 10 years
old, the role of the family archive with photographs of my father reinforces these ideas
explicitly to me. The impact of a device that is able to record what is disappearing is “both
a pseudo-presence and a token of absence” (Sontag, 2008, p. 16). On one hand,
photographs and videos are tangible objects from the past that evoke recollection. On
the other hand, these archives are a constant reminder of who is absent in the present.
Drawing upon Sontag (2008) and Barthes (2010) seminal theories, Antony Bryant and
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Griselda Pollock (2010) explain, “the photo-image […] simultaneously inhabits its
originating past and produces its perpetual resent” (p. 7). Suggesting that within a
photograph lays a paradox—what has been and what is when viewing in the present.
(Bryant & Pollock, 2010; Barthes, 2010). The relationship between photography and the
presence of the past is reflected most clearly in Sontag’s (2008) text by stating
“photographs turn the past into an object of tender regard, scrambling moral distinctions
and disarming historical judgments by the generalised pathos of looking at time past” (p.
71). In this view, photographs are viewed as objects that invite a memory performance to
revisit a moment from the past.
Photographic materiality is further explored by Elizabeth Edwards and Janice Hart (2004),
stating that the analogue photographic image is “a three-dimensional thing, not only a
two dimensional image” (p. 1). Edwards and Hart (2004) argue
a photograph carries on it the marks of its own history, of its chemical deterioration, and
the fact that it once belonged to a broader visual narrative, pasted in an album, the pages
of which were, we can conjecture, repeatedly handled as they were turned, re-enacting its
narrative in many different contexts. (p. 1)

This statement suggests that analogue photographic images exist in a three-dimensional,
tactile state as objects, existing in time and space and thus as cultural and social
experiences, whereby they become “enmeshed with subjective, embodied and sensuous
interactions” (Edwards & Hart, 2004, p. 1). Family photographic albums have weight,
tactility and the scent of the past, whereby they can be touched, held, shared on a lap,
photographs can be taken out and people can share stories by writing on the pages or on
the backs of the photographs (Haverkamp, 1993; Rose, 2003; Hulick, 1990; Schwartz &
Przyblyski, 2004; Dahlgren, 2010; Sontag, 2008). Edwards and Hart (2004) assert that
“these material characteristics have a profound impact on the way images are ‘read’, as
different material forms both signal and determine different expectations and use
patterns” (p. 3). As Derrida’s (1995) theories suggest, the archive and the archivist are
intrinsically bound together—the materiality of the archive dictates the way the archivists
embeds narrative onto the artefact and the way that it is experienced in the present.
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Figure 5. Family Archival Source Materials, circa 1920s, photographer unknown

By performing these tactile engagements and experiences with family photographs, it can
be said that memory is reinforced and enhanced by reliving past experiences (Chambers,
2003; Edwards & Hart, 2004; Dahlgren, 2010). The photographs in Figure 5 and 6 are
taken from my family archives—the handwritten inscriptions provides context, narrative
and embeds them with an evocative presence of both the subject and the person who
wrote on the back of the photograph. With the context of my research, not only were my
family archives analysed and selected by their material properties but also, through the
associated hand-written inscription, asking questions such as
•
•
•

What relationship did the person inscribing the photograph have with the person or the
event being photographed?
What is being remembered in the photograph and why was it important to inscribe this
photograph?
When was the photograph written on?

These questions evoke the performance of memory by reading the inscription behind the
photograph and add another layer to the reflexive relationship to the past that is supplied
from the visual content on the front of the photograph. In the process of selecting source
materials from my family archives to use in this arts praxis, I selected photographs with
hand written notes to capitalise on the evocative and personalised notations as a way to
emphasise the materiality of analogue photographs.
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Figure 6. Family Archival Source Materials, photo taken 1984, photographer unknown

A large volume of research explores the role of the family album and its capacity to
preserve family narratives and memory (Hulck, 1990; Rose, 2003; Petrelli & Whittaker,
2008; Guerlac, 2009; Livingston & Dyer, 2010; Haverkamp, 1993; Batchen, 2004). Anna
Dahlgren (2010) critically analysis the collections of 19th and 20th century photographic
albums held at Nordiska Museet in Sweden. Despite the limited scope of this research,
Dahlgren’s (2010) theories can be applied to family photo albums generally. Dahlgren
(2010) defines that the traditional role of family photo albums can be viewed both on a
material and functional level, embedded within cultural practices of remembering. The
social and cultural act of inscribing photographs coincides with the mass
commercialisation of cameras in the first decade of the 20th century, which transferred
ownership of photography from the professional studio to the role of the individual
(Dalhgren, 2008). As further explored by Deborah Chambers (2003), “public discourses
of familial heritage are authenticated and celebrated through this cultural form not only
as blood ties, continuity and connection, but also as intimacy, security and spatial
belonging” (p. 96). Photographs within the family photo album “are sequenced by
narratives which structure meanings” (Chambers, 2003, p. 100). The role of the archivist
therefore also takes a considerable turn, whereby the family photograph becomes an
object to be archived, remembered and inscribed with narrative for future generations.
Furthermore, Geoffrey Batchen (2004) investigates the significance of photographic
artefacts including daguerreotypes, tintypes, lockets and intricately embroidered frames
with objects, inscriptions, flowers or hair clippings. Batchen (2004) describes that these
highly subjective, personal and emotive artefacts were generally a symbolic
representation of a lost loved one, produced in an attempt to “extend the act of
remembrance” (p. 14). To contextualise the relationship with family archival objects and
the processes of memory, Batchen (2004) concedes that
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memory, a ghost of the past, is continually conjured, brought back to life, as a real
component of the present. Shuttling us back and forth between past and present, slowing
down our perceptions and drawing them out, or speeding us toward an ideal future, these
photographic artefacts are like time machines. (p. 97)

These ideas intersect with my research by reinforcing the material relationship with
media to reinforce, supplement and enhance memory. The tangible evidence that is
acquired from the past fundamentally reinforces what is to be remembered in the future.
With this understanding, analogue photographs are objects that enable the interactions
of recollection and remembrance—“memory is generated as an emotional exchange
between an evocative image ensemble and a receptive viewer” (Batchen, 2004, p. 97).
Family photo albums are not directly referenced in my arts praxis, yet, it is pivotal to
analyse the traditional formats of family photography and how these have shaped family
archives to date. Literature from Dalhgren (2008), Chambers (2003) and Batchen (2004)
affirms that photo albums provided a tangible site to represent, share and preserve
family history and narrative for future generations evoked through a performance that
engages with the archives materiality.

The Media Extinction: VHS home movie tapes in context—
Kutluğ Ataman’s multi-media installation fff (2010)
Literature in this section evaluates the family home VHS tape through a media
archaeological lens. Personal home movie footage is integral to numerous installation
works that have developed through this creative arts praxis. It is important, therefore, for
this theoretical framework to investigate the role of family movies in influencing
individual and collective identity. Family movies operate within a framework that
interlinks archival studies, media studies and photographic and film theory. Only recently
have scholars paid interest to the amateur filmmaker and the abundance of repositories
called home movies, which are increasingly believed to hold value as artefacts that
provide insight to the past (Zimmermann; 2008, Cuevas; 2013, Anderson; 2011, Odin;
2014). Rascaroli, Young & Monahan (2014), in the introduction to their edited anthology
Amateur Filmmaking (2014), contend that the heightened interest in home movies by
scholars, film theorist, artists and histographers is due to “a greater emphasis on the
importance of microhistories and on alternative, nonmainstream, private and communal
practices of memorialisation” (p. 1). Roger Odin (2014) explains that home movies have
acquired “educational, historical and economic value [and] have found their place as
archival documents in museums, films and historical documentaries (p. 251).
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Patricia Zimmermann argues the home movie functions within families like an
ethnographic record “serving a ritualistic role in the way families construct themselves
and their sense of a shared past” (as cited in Anderson, 2011, p. 88). These ideas are
fundamental to my research by underpinning the role of family movies to contribute to
our memories, and ultimately, our sense of belonging and identity within social and family
constructs. Karen Ishiuka and Patricia Zimmermann (2008) draw together a diverse
group of scholars, archivists, filmmakers and video artists to explore the significance of
the home movie as a historical artefact. These authentic documents of family domestic
life were not intended for public distribution—they were recorded as subjective “autoethnographies, generated from the point of view of participants” (Zimmerman& Ishiuka,
2008, p. 20). This text highlights that home movies are “fractured, always incomplete,
historical memories [that reveal] sociological, aesthetic, economic and cultural spaces of
the places and time periods in which they were created and of the people who created
them” (Zimmerman & Ishiuka, 2008, p. 18 - 19). My father owned and operated the
camera and therefore, the VHS home movies in my family were primarily taken from his
perspective. Although he is absent in front of the lens, his presence is still obvious by the
role of director that he plays behind the lens.
Steve Anderson’s (2011) theories on the home movie are strongly linked to Zimmerman’s
(2008) by suggesting, family home movies have been deemed a privileged status in
terms of “archival preservation and their active function in family identity formation” (p.
99). Home movies arguably are presented in the same fashion as photography in terms
of aesthetics and content (Odin, 2014; Anderson, 2011). Zimmermann’s (2008) and
Anderson’s (2011) notion of the home movies are significant to my own research by
establishing them as valuable artefacts from history that can reveal complex layers of
familial life, and social practices that provide a sense of connectedness to our past lives.
Home movies generally recorded events the operator believed were worth celebrating or
documenting such as birthdays, weddings and holidays (Zimmerman & Ishiuka, 2008;
Anderson, 2011). My home movies were taken with the aims of recording our childhood
and recording visual documents to send to my mum’s family, who lived in England and
my dad’s family, who lived in Denmark. In some of the original footage from my family
home movies, my mum is shown introducing one of these video message by declaring, “I
hope you get to know the children a little more, and get to know their personalities”.
Some of my family home videos are unscripted moments of our lives, and others are
scripted performances such as my mum’s videos messages and my father organising us
to smile, pose or stand in front of the house or a picturesque landscape. Peter Forgacs
(2008) contends home movies are the observing of visual narration, “a type of
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psychological autobiography, a ritually organized record of life events in a subconscious
and/or conscious form” (p. 49). However, Odin (2014) disagrees with Forgacs (2008) by
highlighting that the home movie can be separated by gaps of a few minutes, to several
days or months. The footage on these tapes are connected by the fact that they belong to
the family history, in which “we are caught in a chronological sequence, but not in the
narrative—this is precisely the structure of the family album”

(Odin, 2014, p. 18).

Similarly, the footage used in my research has become removed from any chronological
sequence or narrative, and therefore the audience is left to decipher the visual codes to
piece together their own story. Ataman’s work fff (2010) (Video 1), exhibited at London’s
Whitechapel Gallery exemplifies these discourses on home movies and assists to locate
my own work with other arts practitioners working with similar ideas conceptually and
technically.

Video 2. . Kutluğ Ataman, (2010), fff (video excerpt of installation at Whitechapel Gallery, London.
CLICK TO PLAY

Ataman installed ten varying sized video monitors playing different genuine cine-reel
footage and each accompanied with its own unique score composed by Michael Nyman.
In this darkened room, the film reels are “played simultaneously in the same space to
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create an operative cacophony of sounds and sight” (Sandison, 2009, p.1). However,
when the viewer moves closer to the installation, it becomes possible to decipher
between the separate scores (Andress, 2009). fff (for found footage) was created from a
collection of 1950s and 1960s home movies shot by two English families—the Fryers and
the Howards whose fathers worked for the Royal Aircraft Establishment and were
involved in testing the effects of flight and G-force on pilots (Moser, 2010). In fff (2010),
Ataman has combined fragments of footage (Figure 7) that “reveals the strange
congruencies between public and private lives, and in other moments the original context
of the film footage is not as clear” (Moser, 2010, p. 1). Parallels can be drawn to my own
family archive, which was created as a private record to be shared between family and
close friends—that is, until they are integrated within this research and exhibited within
gallery spaces where their context is even further removed.

Figure 7. Kutluğ Ataman, (2010), fff (video still)

According to Odin (2014), after the introduction of large-scale digitisation processes, the
“small-gauge celluloid images acquired a nostalgic look” (p. 251). These characteristics
are similar to some of the video works in my installations where I have spliced and edited
fragments from my home movies. By doing this, the intention is for the audience to piece
together these fragments of footage to construct a narrative from the visual clues
presented in the work. This on-going performance with family archives, such as home
movies, reflects the processes of memory that operate in similar ways. As the audience
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piece together these fragmented visual clues from my family footage, they are situating
mental anchors that relate to their experiences and knowledge of the world through the
nostalgic moving footage on screen. Ataman has edited the videos in varying formats
with the intent to dislocate and fragment the viewers reading of the visual content. As
Gabrielle Moser (2010) describes, fff (2010) “points to the constantly evolving nature of
our personal and official histories, which are never complete or pure, but are always
works-in progress” (p. 2). In Ataman’s view, this work “tries to reflect how your memory
works—it is a constantly evolving puzzle, and it is how we assemble our personal
mythologies” (as cited in Aspen, 2009, p. 1). This visual representation of the workings of
memory is particularly poignant to my research and intersects theories surrounding the
archival and non-archival processes of our memory.
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SECTION FOUR

New Media Landscapes

THE BRAIN IS THE SCREEN… THAT IS TO SAY OURSELVES
- GILLES DELEUZE (AS CITED IN MONDLOCH, 2010)

Literature in this section explores how humans are mediated by new media technologies
and the influences this might have on the performance of memory. As illustrated in the
previous sections of this literature review, our mnemonic processes and archival
practices are reliant on and determined by external technologies (Derrida & Prenowitz,
1995). This section maps discourses in new media studies that directly inform my
creative arts praxis and has been divided into three parts. The first part will provide a
brief historical background to the data explosion that frames the understanding of the
contemporary digital landscape. The second part will illustrate that new media has
transformed the materiality of family archives from tangible objects to intangible digital
data. The final part will investigate how new media and our culture of connectivity (Jose
van Dick, 2010) has significantly altered our mnemonic processes in relation to family
archive.

The

Data

Explosion:

Computers,

the

Internet

and

Digital

Consumer Devices
An abundance of literature from the last decade focuses on the phenomenon of new
media (Athique, 2013; Dewdney & Ride, 2006; Garde-Hansen, 2011; Kember & Zylinka.,
2012; Manovich, 2001, 2009; van Dijck, 2005; 2008; 2010; Hand, 2012). The concept
of new media can be placed within “the history of modern visual and media cultures”
(Manovich, 2001, p. 8), yet there is no definitive definition of new media. The term digital
media reflects merely on the technology, however, the term new media indicates “a set of
more radical and fundamental shifts and changes in the ways in which human affairs are
conducted” (Dewdney & Ride, 2006, p. 21). The shift from old to new technologies is not
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definitive and the term new media raises debate across culture theory. As Glen Creeber
and Royston Martin (2009) discuss the main concerns with the term new media is that
all technology is new at some point and at what point does media become new media.
Creeber and Martin (2009) state that new media is “generally associated with the
technological transformations in communication that have recently taken place” (p. 2).
The term new media is used in my creative praxis to encompass myriad of technologies
that influence social and cultural dimensions of contemporary culture and to encompass
the shift in the way these technologies influence human activity.
Seminal research in media culture is largely credited to Marshall McLuhan (1964) who
explores modern media from a technologically determined viewpoint (Athique, 2013;
Dewdney & Ride, 2006; Garde-Hansen, 2011; Kember & Zylinka, 2012). McLuhan
(1964) provides an essential departure point for many theorists, scholars and artists
concerned with media studies (Carr, 2014). In his most notable text Understanding
Media: the extensions of man (1964), McLuhan outlines that
during the mechanical ages we had extended our bodies in space. Today, after more than
a century of electric technology, we have extended our central nervous system itself in a
global embrace, abolishing both space and time. Rapidly, we approach the final phase of
the extensions of man—the technological simulation of consciousness. (p. 3)

For McLuhan (1964), “by means of translation of immediate sense experience into vocal
symbols the entire world can be evoked and retrieved at any instant” (p. 63). Electric light
is an example of how humans have extended their sensory abilities by allowing us to turn
night into day—an invention that has considerably altered the dynamics of human life for
the past century (Athique, 2013). McLuhan’s theories surrounding how technologies can
act as sensory prosthetics that extend our senses and ultimately, the externalisation of
memory underpin my creative praxis. The way family history is narrated and archived is
through the technologies available at the time—as technology has developed the
infrastructure of our external memories has shifted and altered as a result.
In McLuhan’s view, “the content of any medium is always another medium” (McLuhan,
1964, p.8). For example “print media extended our capacity of speech. Photography and
cinema extended our capacity of vision. Radio and the phonograph extended our capacity
of hearing” (Athique, 2013, p. 23). Therefore, it can be theorised that every media is
dependent on another media for its survival and existence (McLuhan, 1964; Dewdney &
Ride, 2006; Carr, 2014; Athique, 2012). McLuhan (1964) introduces the term
remeditation to describe “how a new medium in its early stages relies upon, i.e. adapts,
co-ops or incorporates elements of, previous media” (as cited in Dewdney & Ride, 2006,
p. 314). The significance of this, as explained by Adrian Athique (2013), is that “a media,
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inevitably transforms (mediates) the way that sensory actions are performed in society”
(p. 22). The real power of any media lies in the ability to “extend the human senses, such
as sight, speech and memory to an exponential degree“ through technology (Athique,
2012, p. 23). Nicholas Carr (2014) argues McLuhan’s (1964) early texts have become
central to media studies by stating “a medium moulds what we see and how we see it—
and eventually, if we use it enough, it changes who we are, as individuals and society” (p.
3). With this understanding, Athique (2013) asserts “in providing humanity with these
sensory extensions, the media apparatus radically transforms both the scale of human
society and our perception of that society” (p. 23). The extension of the human senses
and the translation of immediate sense experiences (McLuhan, 1964; Athique, 2012)
resonates with what classical mnemonics strived to achieve. In general, research
suggests that modern society is underpinned by the desire for technology to encapsulate
human senses in order to heighten knowledge and memory (McLuhan, 1964; Carr, 2014;
Athique, 2013; Hand, 2012; Manovich, 1995, 2001, 2009; Garde-Hansen, 2011).
An understanding of McLuhan’s (1964) theories is useful when evaluating more recent
literature by Lev Manovich (2001). In his seminal text The Language of New Media
(2001), a more contemporary discourse surrounding media culture is established.
Manovich (2001) proclaims the “impact of new media is still yet to be known” (p. 19).
However, what he does acknowledge is
the introduction of the printing press affected only one stage of cultural communication—
the distribution of media. Similarly, the introduction of photography affected only one type
of cultural communication—images. In contrast, the computer media revolution affects all
stages of communication, including acquisition, manipulation, storage and distribution—it
affects all types of media—texts, still images, moving images, sound and spatial
constructions. (Manovich, 2001, p. 19)

In this statement, Manovich (2001) defines two separate but fundamental developments
in history that have affected the definition of new media—“computing and media
technologies” (p. 21). Manovich (2009) illustrates that from 2005 there has been an
explosion of user-created content on the web, and therefore “we have moved from media
to social media” (p. 319). Michel Mandiberg (2013) explains, that as a result, social
media has transformed “our concept of what an image is—they turn a viewer into an
active viewer” (p. 183). This notion is derived from Manovich (2001) who states, “the
image becomes interactive, that is, it now functions as an interface between user and a
computer, or other devices” (p. 183). It is important to note that Manovich is careful to
use the word interactive to describe new media. In his view, the concept of interactivity is
a fundamental principle that governs characteristics of a computer. Manovich (2001)
argues interactivity “is a structural feature of the history of the modern media” (p. 57)
and to describe new media as interactive is too broad a statement. What Manovich
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(2001) proposes is that “the literal interpretation of interactivity is just the latest example
of a larger modern trend to externalise mental life, a process in which media
technologies—photography, film, VR—have played a key role (p. 57).
Shawn Dubravac (2015) elaborates on Manovich’s (1995; 2001; 2009) arguments to
provide a more detailed understanding of our contemporary digital landscape. Recent
research by Dubravac (2015) acknowledges that three elements converged during the
early part of the 20th century—“ubiquitous computing, Internet access and the
proliferation of digital consumer products” (p. 39). Micheal Mandiberg (2013) explains,
mass media shifted in the late 1980s with the wide spread use of photocopiers, home
video cameras, desktop publishing, the home computer and increased internet access.
By the early 2000s, when financial costs associated with computers, software and
Internet access decreased, a new form of media emerged based on active participation
between the media producer and media consumer (Mandiberg, 2013). The escalating
speed that digital technologies have advanced is unprecedented. Eric Schmidt and Jared
Cohen (2013) exemplified this by stating: “in the first decade of the 21st century people
connected to the Internet worldwide increased from 350 million to more than 2 billion (p.
5). To understand the magnitude of the data explosion, Dubravac (2015) claims that “in
2013, researchers at SINTEF, a Norwegian research organisation, reported that 90
percent of the world’s data had been generated over the past two years (p. 49). Dubravac
(2015) further emphasises this by drawing on data visualisation firm DOMO to calculate
how much data is produced using some familiar examples
As of 2014, every minute…
204 million email messages are sent;
Google receives over 4 million search queries;
46 million pieces of content are shared on Facebook;
277 000 tweets are sent;
216 000 photos are posted on Instagram;
48 000 apps are downloaded from Apple’s App Store;
26 380 reviews are posted on Yelp!;
3472 images are pinned to Pintrest; and
72 hours of new videos are uploaded to YouTube. (p. 50)

In addition, Dubravac (2015) proclaims the biggest growth in data since the Internet
corresponded to the advent of smartphones and tablet PCs. “Today roughly 3.6 billion
people have a mobile connection and there are over 7.1 billion total mobile
connection…[and]…soon there will be more total mobile connections than there are
people on the planet” (Dubravac, 2015, p. 51). Although already now out of date, these
are phenomenal figures that put into perspective the influence that computing, the
Internet and digital consumer products have had on contemporary culture. In more
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recent research Manovich (2014) argues, “software has emerged as the main new media
form of our time” (p. 79). What McLuhan’s text does not account for is the ubiquitous use
of computers and digital technologies in daily life. Manovich (2014) suggests, “it is time
to update Understanding New Media. It is no longer the medium that is the message
today. Instead the software is the message. Continuously expanding what humans can
express and how they can communicate is our content” (p. 81). Consequently as new
technologies and ways of externalising our memories become available, “the content
cannot be dissociated from the structure, just as an artwork cannot be read
independently from its production conditions and context. It is therefore essential to
analyse both in tandem (Salah, Manovich, Salah, Chow, 2013, p. 410).

Mnemonic Processes in ‘Connected Culture’
The complex relationship between human memory and machine is far beyond the scope
of my research to define scientifically, psychologically and neurologically. The literature in
this section does however establish a platform to begin to understand how our memory
processes are altering biologically due to new media technologies. Memory has been
intrinsically linked metaphorically with notions of photography and the archive (Sontag,
2008; Barthes, 2010; Carr, 2015). After the Industrial Revolution, the conception of the
adult brain was represented as a mechanical contraption (Carr, 2015). As Carr (2015)
explains, “the brain is not the machine we once though it to be…they change with
experience, circumstance and need” (p. 29). Proposing that:
the tools man has used to support or extend his nervous system—all those technologies
that through history have influenced how we find, store, and interpret information, how we
direct our attention and engage our senses, how we remember and how we forget—have
shaped the physical structure and workings of the human mind. Their use has
strengthened some neural circuits and weakened others, reinforced certain mental traits
while leaving others to fade away. (Carr, 2015, p. 49)

The genetic evolution of our brain is incredibly slow in development, however; Carr
(2015) argues that the way humans think has “changed almost beyond recognition over
the last millennia” (p. 49). Using the Internet as an example, it provides a “convenient
and compelling supplement to personal memory” (p. 192). Yet, Carr (2015) cautions that
if we use it as a substitute for memory, then we “risk emptying the mind of their riches”
(p. 192). The inundation of competing messages that we receive through the Internet and
our personal computing devices “not only overloads our working memory, it makes it
much harder for our frontal lobes to concentrate our attention on any one thing” (p. Carr,
2015, p. 194). The magnitude of online information available is conflated into a dynamic
and participatory experience that conflates media across text, photography, video and
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digital code. Hyperlinks are embedded within webpages, advertisements are designed to
constantly grab our attention and we have adapted to using multiple screens and pages
whilst undertaking tasks simultaneously across webpages, applications, software and
telecommunications (Carr, 2015; Hand, 2012).
As a result, Carr (2015) argues that the more we use this media, the more we are training
our “brain to be distracted—to process information very quickly and very efficiently but
without sustained attention [in which] our brains become adept at forgetting, inept at
remembering” (p. 194–195). This being said, the human brain has also acquired a new
set of skills that allow the cognitive processes to conduct various tasks across different
media (Carr, 2015; Kember & Zylinska, 2012). The extent to which the human brain is
influenced by the emergence of new media are expanded by Kember and Zylinska
(2012), who draw upon Carr’s theories, in alignment with Katherine Hayles (as cited in
Kember and Zylinska, 2012) to argue, “we find ourselves in the middle of ‘a generational
shift in cognitive styles’ that entails the ‘neurological re-wiring of the human brain as a
result of performing small repetitive tasks” (p. 161). Facebook is an example this rewiring of the human brain, Hayles contends that
Facebook participation is not just a social experience but also a biological one: it is
something that engages our cognitive apparatus, possible adjusts our “plastic brain”
connecting as it does our eyes, fingers, and minds to the expansive network architecture
of the web. (as cited in Kember and Zylinska, 2012, p. 161)

This model of thinking can be traced back to McLuhan (1964), who postulates that the
materiality of digital technologies has “extended our central nervous system in a global
embrace” (p. 3). The influence of this hyper-networked society turns “life itself into a
product, constantly remoulded and repacked via the flickering pulsations and pings of
data” (Kember & Zynliska, 2012, p. 163). As a multimedia platform, “the Net fragments
content and disrupts our concentration” (Carr, 2012, p. 91) by the arrangement of
information and media combined on a single screen (or multiple screens). The relevance
of this literature underpins the technological deterministic and social constructionism
view outlined earlier—the relationship between the brain and the world and “media and
mediation [to affect] mutually constitutive aspects” (Kember & Zynliska, 2012, p. 163).
What this research suggests is that the performance of memory has altered as result
from the sensory and cognitive stimuli from new media and a connected and networked
culture (Carr, 2015; Kember and Zylinksa, 2012; van Dijck, 2010). This literature frames
foundational ideas for my creative arts praxis surrounding the way our mnemonic
processes are affected due to the new media technologies and provides context to apply
these ideas in relation to family archives.

42

Family

Archives

‘in

Motion’:

from

objects

of

nostalgia

to

mediated social processes
This section examines the transition of family archives from physical objects to intangible
data. As established by literature in Section Two: Archives, visual culture in the 19th
century is represented by notions of the archive as relating to static, permanent and
tangible characteristics (Barthes, 2010; Sontag, 2008; Edwards & Hart, 2004; Parkka,
2012; Lister, 1995; Hand; 2012). The materiality of family archives, as contended by
Leadbeater (as cited in Athique, 2013), significantly altered as a result of the information
revolution, which transformed from “physical to intangible (untouchable) commodities
and actions, and from embodied to mediated social processes” (p. 5). These ideas are
not new, but what can be established is that new media has extended, intensified and
heightened inherent characteristics of analogue photography (Paragana Mota, 2013).
Martin Hand’s (2012), text Ubiquitous Photography (2012) conflates a large volume of
empirical research and literature on the significance of digital photography within
historical, social and political-economic context. The fundamental difference between
family photographic practices in the 19th century and those of contemporary culture,
according to Hand (2012) are “based in the shift towards a globally networked
environment. Images are now increasingly visible and visual alongside their increased
normality within ordinary life and everyday experience (p. 11). Hand (2012) proclaims,
our archival processes of “classification, storage and retrieval are altering through
digitisation” (p. 143). Research suggests that the increased ephemerality, mobility and
malleability of digital images across photo-sharing sites have significantly altered the
architecture of memory-making processes (Hand, 2012; van Dick, 2008; 2010; Reading,
2008; Van House & Churchill, 2008).
More recent investigations by Michael Shanks (2012) contend “mobile media and
ubiquitous computing create mixed and hybrid realities where the digital realm and
physical environment are intertwined” (p. 1). The mobile phone is used as an example to
highlight the extent that new media has become a sensory prosthetic, not just of vision,
but of experience between the person and the machine (Shanks, 2012). The hybrid
functions of a mobile phone, such as entertainment, organization, navigation,
communication and creation, assert itself as a metamorphic device; part of a networked
society (Shanks, 2012). Shank’s (2012) research, alongside a large volume of literature
(Lev Manovich, 2001; Mondloch, 2010; Pargana Mota, 2013; Wood, 2007; Hand, 2012;
McLuhan, 1964; Anthique, 2013) suggests our engagement with technologies mediates
our spatial relationship, alongside our viewing experience and participatory engagement.

43

According to Alysih Wood (2007), we encounter digital technologies through a range of
interfaces—we rely on machines and technology to transcribe and mediate our
experiences with digital images and information. With this understanding, our sensory
experience and engagement with family archives are significantly influenced by their
transformation from tangible objects to intangible data. New media significantly redefines
media archaeology (Ernst, 2013; Manovich, 2001; Parikka, 2013). Parikka (2012)
suggests that unlike earlier modes of archives, which are related to the process of
freezing time in order to store and preserve. New forms of “archives in technical media
culture can be described as archives in motion”—they are “dynamic, changing forms” (p.
120). This is a key aspect of new media’s influence on family archives. The ubiquitous
nature of digital photography has “intensified reflexivity in our relations with the past and
in the modes of engagement we have our visual present” (Hand, 2012. p. 192). Digital
technologies and new media have encouraged functions such as selecting, viewing,
editing, re-shooting and deleting—essentially becoming our own archivists, documenting
our individual lives through visual records on our personal devices. As technologies are
produced and developed at an exponential rate, Luke Tredinnick (2008) argues the
making of archives has become a by-product of digital technologies. With digital
technologies and new media, Tredinnick (2008) highlights the shift from filtering content
at the point of recording to filtering content at the point of consumption. As a result, new
sets of cultural practices have emerged that redefine traditional notions of the archive, of
which centralised the role of the individual as an active producer of their own visual
narrative and memory. New media has transformed archives “from a read-only platform
to a user orientated and participatory engagement” (Parikka, 2013, p. 82). The inherent
materiality of new media encourages users to produce, store, edit and share a large
quantity of visual documentation of our lives. What this research suggests that the
production of our archives are no longer as controlled, permanent or deemed nostalgic
artefacts.
Jose van Dijck’s (2005; 2008; 2010) theories contribute significantly to research in
visual culture, new media and memory. Van Dijck (2005) advocates that digital
technologies “tends to erase the materiality of inscription, but gives rise to a new
materiality that may affect both cultural forms and practices of remembering” (p. 16).
These ideas were first conceptualised by van Dijck in 2005, but have been developed
further in her 2008 and 2010 papers.

Van Dijck’s (2008) research suggests that

technical changes, developments in “cognitive science and socio-cultural transformations
affect photography’s role in communication and the shaping of identity and memory” (p.
3). Photography has shifted from “family to individual use, from memory tools to
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communication devices and from sharing (memory) objects to sharing experiences” (van
Dijck, 2010, p. 4). ). This is evident when I critically analyse my own family archives—they
sit in a cupboard in my family house, and when they are revisited within private settings,
they evoke story telling, remembrance and nostalgia. These albums ceased production
within our family once the accessibility of digital cameras emerged alongside home
computers. My family archives are now dispersed between my brothers, my mother and
stepdad, whereby there is no centralised location (physical or virtual), but are controlled
from the individual perspectives of family members. This change of materiality alters the
way that stories are told—part of the story-telling aspect was the physical handling of
these tangible objects from the past to evoke mnemonic function, rather than viewing
them electronically through screens on phones or portable devices.
The emergence and proliferation of new media has delineated the traditional role of
family archives. These ideas are expounded by Nancy Van House and Elizabeth Churchill
(2008) and Anna Reading (2008) who examine family archiving practices within new
media. Van House and Churchill (2008) argue the transformation of family archives from
tangible objects into the “placelessness of cyberstorage …[which, essentially means]…
we have more stuff in space, and most of it is faceless, all tidily hidden on the hard drive
or floating somewhere out in the Internet” (p. 302). In western contemporary society,
consumers are enticed by the idea that almost everything can be accumulated and
stored with minimal cognitive and physical effort on personal consumer devices (Van
House & Churchill, 2008). The cameraphone or smartphone equips us with portable
archives of images, video clips and messages that are interwoven with diaries, organisers
and memory prompts (Reading, 2008). The empirical research presented by Reading
(2008) focuses on mobile use within different social and communicative contexts.
Although only generalised theories can be made due to the small size of the focus
groups, Reading (2008) suggests that “the mobile camera phone is used more like a
portable ‘family album’” (p. 356) that transverses space, and time and public and private.
When compared to the private function of the VHS tape, the accessibility of digital
cameras that can capture and record has transformed our everyday experiences and
communication (van Dijck, 2010). Analogue media can be described as “immediate,
literal, and naturalistic, … [whereas] … digital video destabilises the supposed
naturalness (Van Dijck, 2010, p. 32).

New media produces new sets of archiving

practices to interact with recorded home movies.
The culture of connectivity has resulted in “networks of multiple dyadic and technological
relations that define and redefine not only the nature of memory, but also the way our
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perspectives and experiences are formed” (p. 404). van Dijck (2010) suggests that
memory is increasingly structured by “digital practices and the connectivity of our
networks” (p. 403). For example, van Dijck (2010) highlights Flickr’s motto “Share your
photos. Watch the world” (p. 401) to argue that it is grounded in the assumption “that
sharing photos leads to collective perspectives, experiences and memory” (p. 401).
Digital technologies and networked social media sites actively promote new archiving
practices, such as tagging and connecting people, places and events (Parikka, 2013;
Hand, 2012; van Dijck, 2008; 2010). Similarly, Sara Pargana Mota (2013) contends,
“new technological platforms and devices are increasingly mediated by private
memories” (p. 180). These new architectural spaces of memory have “transformed
photography into performative everyday social practice, communicative tools, currency
for social interaction and identity construction” (Pargana Mota, 2013, p. 181). Social
media platforms are not explicit in my creative praxis, however they have become a
significant element of the fabric of contemporary society and are important to address
within the theoretical framework of this creative arts praxis. This research can apply the
metaphorical association of architecture to new media——for example the computer is
both a physical storehouse and figuratively, within the computer through its software and
memory capabilities. The expansive architecture of the Internet resembles an infinite web
of networked communications and connections—this architecture is constantly moulded,
adding, shifting and re-appropriating.
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Methodology

“I WANT TO SHOW THAT LIFE ITSELF IS ART, THAT IT IS A KIND OF CONSTRUCTION”
- KUTLUNĞ ATAMAN (AS CITED IN BORTOLOTTI, 2011)

This arts-based research investigates how family archives have altered as a result of new
media and how this might have affected our memory processes. My creative arts praxis
uses multi-method approaches in studio inquiry and exhibition outcomes to illuminate the
participatory engagement with family archive materiality. Creative arts praxis is the key
methodology that underpins this arts-based research, in combination with reflexivity and
a multi-method creative arts inquiry through disciplines of photography, new media and
installation art. This part of the exegesis will explore, the application of reflexivity as an
investigative research method, which is vital to my arts praxis and the outcomes of the
creative visual work. 1
After the death of my father when I was 10 years old, family archives became
emotionally charged with visual and tangible representations of the past that reinforced
and preserved my memory. In recent years, my grandmother was diagnosed with
Alzheimer’s disease and I have witnessed the fragility of memory as it deteriorates out of
her control. For me, family archives have become deeply rooted with notions of
remembrance and nostalgia—home movies and photographs have strengthened and
substituted my childhood memories. The material importance is based on more than just
images and sounds that conjure memories, but also on artefacts of memory; tangible
objects that invite archiving. In my creative arts praxis, these subjective experiences are
not intended to be explicit—what is important, is to define how they have directed and
informed my arts practices. In addition, by establishing these subjective experiences, the
intention is not to explore notions of loss, grief or trauma. These subjective experiences
are the foundation to my arts based research. By using my own family’s archives, the
intention is to explore the varying roles of the family archive in relation to memory and

1 This section draws on my paper presented at ACUADS 2015 Conference, Art and Design Education in the

Global 24/7, Adelaide and my paper written for Networking Knowledge: Journal of the MeCCSA Postgraduate
Network issue Make, Mistake, Journey (expected publication early 2016).
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highlight the ways in which technologies alter our engagement and experience with these
archives.
The multi-faceted dimensions of my arts-based research are driven by subjective
experiences, theoretical understandings and the production of artistic outcomes through
reflexive practices (Gray, 2006; Barrett and Bolt, 2007). By using my own personal family
archives in this creative praxis the intention is not to employ an ethnographic research
approach, but rather to situate it as an autobiographical inquiry within the framework of
reflexivity. In Stewart’s (2009) view, this research approach is described as “a way to
explore the practitioner and their concepts involving the self, identity, history, time,
narrative, interpretation, experience and knowledge” (p. 129). The narratives derived
from my work do not focus on myself as the centre of the archives, or any central
narrative. The intention is to capture the varying roles of the family archive in relation to
memory and highlight the ways in which technologies alter our engagement and
experience with these archives. Carole Gray (2006) argues, methodology is a result of
ontology and epistemology—“the practitioner is involved as the researcher from an
informed perspective, where they are identifying researchable problems raised in
practice and responding through practice” (p. 2). The research methods chosen support
and encourage a hybrid and reflective relationship between subjectivity, conceptual
frameworks and artistic production and outcomes.
In this part to the exegesis, the terms creative arts praxis and reflexivity are defined
within the broader concepts of arts-based research and the investigative research
approaches that operate within the context of my arts-based research. With this
framework established, this chapter then explores the role of family archives as source
materials in my research and art practices and processes. The holistic nature of creative
arts praxis and reflexivity integrates a continuous dialogue between the inclusion of
myself as the researcher, in the research, whilst fostering a critical inquiry into studio
practices and exhibited work in progress informed by theoretical frameworks (Sullivan,
2005; Stewart, 2001, 2006; Crouch, 2007; Gray 2006).

The Reflexive Practitioner in Creative Arts Praxis
Praxis, as described by Williams, is “a whole mode of activity in which, by analysis but
only by analysis, theoretical and practical elements can be distinguished, but is always a
whole activity, to be judged as such” (as cited in Johnson et al., 2004, p. 90). The
emphasis of my exegesis aligns itself within a creative arts praxis methodology—both the

48

exegetical writing and creative processes and practices are interwoven within the
research process and as such, should be viewed as a collective whole. Christopher
Crouch (2007) extends these ideas by emphasising, “when the creative practitioner
adopts praxis, it encourages the act of reflecting upon, and reconstructing the
constructed world. Adopting praxis assumes a process of meaning making, and that
meaning and its processes are contingent upon cultural and social environment” (p.
112). This exegesis demonstrates the transitional dialogues between making my work
and making meaning, contextualised within theoretical frameworks and the critical
analysis of works by Kutluğ Ataman and Tacita Dean. In Robyn Stewart’s (2001) view,
“praxis involves the critical and inextricable meld of theory and practice” (p. 4). Creative
arts praxis and reflexivity form the nexus of my methodological approach. Crouch (2007)
contends “reflexivity as a research method takes into account the various ways in which
the researcher influences research findings and thus what comes to be accepted as
knowledge” (p. 109). By doing so, reflexivity “takes self-knowledge into the social realm
and initiates the de-narcissification of self evaluation” (Crouch, 2007, p. 109). Griffiths
(2011) asserts that exercising reflexivity demands an “attempt by the researcher to be
self-conscious about his or her own…social, political and value position and positionality,
in relation to how these might have influenced the design, execution and interpretation of
the theory, data and conclusions” (p. 184). In this approach to arts-based research, Brad
Haseman (2010) contends, “practitioner researchers do not merely ‘think’ their way
through or out of a problem, but rather they ‘practice’ to a resolution” (p. 147). My
creative arts praxis sits within this methodological paradigm—the reflexive dialogues
between theoretical discourses, the role of myself as an artist and the narratives derived
from my own source materials are transitional and constantly re-appropriated throughout
the research journey.
An understanding of Anthony Giddens’ (1991) theories of the reflexive self are important
in defining reflexivity in the context of creative arts praxis. Giddens’ (1991) analyses key
relationships between influences of modernity and self-identity, largely within the field of
sociology. According to Giddens “society is becoming increasingly self-aware and that
growing reflexivity sees individuals continually constructing their identity” (as cited in
O’Leary, 2007, p. 4). O’Leary (2007) expands this definition further by arguing that selfreflection is set within “ideological frameworks that allow us to explore ourselves as both
products and creators of social order” (p. 3). As explored in the literature earlier, the
social frameworks that surround us have an effect on shaping our collective and
individual memory, including our sense of belonging and identity (Eril, 2011; Brockmeier,
2002; Kuhn, 2007; 2010; Bietti, 2010). Similarly, reflexivity plays a crucial role to the
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understanding of our own identity and the location of who we are in the world according
to social and cultural frameworks (Giddens, 2007; O’Leary, 2007; Brown, 2006). To
situate this understanding of reflexivity within creative arts research, O’Leary (2007)
argues, “the nature of who we are, as well as our interactions within research settings,
can actually shape research processes and outcomes” (p. 3). My subjective experiences
have shaped the reasons why I make art and the artistic practices and processes that
coalesce from this dynamic research approach. The source materials used are from my
family’s archives—they are highly subjective and emotive materials to me and require
methodologies and research methods to view these objectively—a contradictory term
within creative arts research. According to Elliot Eisner (as cited in Sullivan, 2010), when
involved as the researcher and within the research it is impossible to achieve complete
objectivity,
what we know about the world is always a result of inquiry, it is mediated by mind. Since it
is mediated by mind, the world cannot be known in its ontologically objective state. An
objective world is postulated both as a general and as a particular entity. Since what we
know about the world is a product of the transaction of our subjective life and a postulated
objective world, these worlds cannot be separated (p. 40).

The role of a reflexive praxis is to integrate the roles of both subjectivity and objectivity—
producing a space that theory and art practices converge. Kim Etherington (2004)
suggests that reflexivity
opens up a space between subjectivity and objectivity to allow for an exploration and
representation of the more blurred genres of our experiences…[whilst]…adding validity and
rigor in research by providing information about the contexts in which data are located (p.
37)

Reflexivity, therefore, allows for the inclusion of myself in the creative arts praxis, and is
an intentional and supplementary element, whilst establishing boundaries to avoid
“solipsism, self-indulgence, navel gazing or narcissism” (Etherington, 2004, p. 31). These
research methods are fundamental to my creative arts praxis. The source materials in
this research stem from my family archives—I cannot remove myself as subject, nor
detach my emotional connections from these materials. By assimilating creative praxis in
conjunction with reflexivity, it acknowledges the integration of my family archives to
support the subjective experiences that have informed my art practices. In addition, the
decisions made when immersed within the practitioner researcher paradigm are
constantly re-appropriated throughout the research journey as the dialogue between
theory and studio practices develop, extend and inform each other.
It is important, however, not to fall into the pitfalls of academic research by proclaiming
reflexivity, which itself is often under theorised (Maton, 2003) and without actually
defining how this reflexive process occurs in my own arts practice. Reflexivity, described
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by Morwenna Griffiths (2011), is “carried out by the self or selves who are found in the
thick of it. It is a passionate inquiry which uses a range of means for symbolising personal
and inexplicit understandings, attitudes and reactions” (p. 184). Griffiths (2011) argues
that fundamentally, all research is affected “by the selves (relationships, circumstances,
perspectives and reactions) of the researcher, making these as clear as possible to the
audience is one way of exercising academic virtue and removing bias” (p. 184). My
creative arts praxis relies on reflexivity as a research method to support, inform and
negotiate the dialogues between researcher, creative practitioner and subject. As
explored by Crouch (2007), “adopting a reflexive viewpoint allows an understanding of
the creative process from a subjective viewpoint, revealing the dynamic relationship
between the context, construction and articulation of the act” (p. 108). As further
supported by Griffith (2011), in arts-based research “the self is inescapable, because the
person creating, responding to, working on, developing or evaluating performances,
artefacts and practices is central to those activities” (pg. 185). With this understanding,
theoretical frameworks and the role of the artist/researcher to generate reflexive
dialogues between artistic practices, processes and products are the cornerstones to my
creative arts praxis.

Research Methods and Studio Processes
Arts-based research is described by Griffiths (2011) as a series of stages that move to
the next—“they evolve, often mutually affecting each other, and, indeed, do not become
finally stable until the research is completed” (p. 169). This mutually dependent
relationship between the stages of arts-based research, as described by Griffiths (2011),
can be applied to this arts-based research journey. The first stage was to gather source
materials from my family archives. The following stages include studio experimentations
and exhibiting work-in-progress—as demonstrated throughout the following chapters to
this exegesis. These stages mould and affect each other and are vital to the final studio
outcomes of this research. This creative arts praxis in conjunction with reflexivity imposes
responsibilities of the practitioner researcher for the “practical effects and implications of
our knowledge and research processes. It implies internal dialogues between our
theories and other modes of acting in the world” (Johnson et al., 2004, p. 92). These
dialogues can occur through two distinct processes. Firstly, there is the process “where
questions, problems or challenges are identified and formed by the needs of practice and
practitioners. And secondly, the research strategy is carried out through practice, using
predominantly methodologies and specific methods familiar to us as practitioners”
(Barrett, 2009, p. 145). The application of specific research methods cannot apply from
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the outset of my creative arts praxis. Throughout my previous creative arts praxis
inquiries, I have used a multi-method approach by experimenting with a range of media
and processes, whilst constantly informed by relevant theoretical perspectives. This being
said, it is not always possible to quantify outcomes of studio production due to the
“complex experimental, material and social processes through which artistic production
occurs” (Barrett, 2009, p. 3).
The advantages of creative arts praxis are that it does not restrict the production of
creative work, but rather encourages and promotes emergent, subjective and
interdisciplinary approaches to research. The methods of creative arts research cannot
be pre-determined “and outcomes of artistic research are necessarily unpredictable”
(Barrett, 2009, p. 3). This dynamic research approach to creative arts praxis has
expanded the research methods familiar to me as a practitioner. The emotional,
subjective and personal concerns that motivate creative arts research, “operates not only
on the basis of explicit and exact knowledge, but also that of tacit knowledge” (Barrett,
2007, p. 143). The term experiential knowledge occurs as “a continuum with normal
processes of living, and is derived from an impulse to handle objects and to think and
feel through their handling” (Barrett, 2013, p. 64).

Figure 8. Hornum Family Archives, (circa 1980s)

The first stage of my creative arts praxis was to collate the source materials from my
family archives dating from the early 1900s to 2013 (Figure 8 and Figure 9) and includes
photographs, negatives, 35mm slides, VHS tapes, personal objects and audiotapes. The
physical handling, sorting and digitising of these archives across an array of media
platforms demonstrates the material dialogue with my family. The digitising of my family’s
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analogue archives required varying devices and software in order to edit some of the
obsolete and out-dated media. Marshall McLuhan proposes, “the content of any medium
is always another medium” (McLuhan, 1964, p.8). McLuhan’s ideas are evident through
the process of archiving and duplicating my family archives—family photographic
negatives became digitised, VHS tapes transferred to DVD’s, 35mm slides scanned onto
CD’s and photographs scanned via a flatbed scanner. As Norman Klein (2010) suggests,
media embeds itself into other media and changes platforms. The photograph in Figure 8
exemplifies that this original photograph is a tangible artefact that has been imprinted
with handwritten inscriptions. Although, when this photograph is digitised onto the
computer, it loses its context and requires its own unique set of viewing conditions,
devices, editing and printing technologies.

Figure 9. Hornum Family Archives, 1982 and 1984, photographer unknown

Technology and materiality are innately connected (Leonardi et al, 2012), and by
collating, transferring and digitising my family archives, this relationship becomes
explicitly evident. This practical collating of family archives as source materials has
informed my praxis as I delved through family archival materials, which revealed media
that extended my arts practices and processes—including the integration of video, audio
and objects. In the early stages of studio inquiry, I envisioned my artistic outcomes in the
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form of an installation that reproduced family archives through analogue photographic
techniques. The holistic nature of arts praxis has nurtured experimentation within the
studio and reflexive engagement with work-in-progress. Studio practices operate as an
arena for the intersection of theoretical discourses and subjective experiences and
reflection of the arts practitioner and researcher (Stewart, 2006). As a result, a multimethod research approach has emerged, including—photography, new media, sound and
installation art. This aligns with Stewart’s (2006) theories that suggest as “creative
practitioners we develop paradigms of methodological inventiveness using our studios as
laboratories of praxis where critical analysis enables a deeper understanding of our work
in progress” (p. 7). In my arts praxis, an open studio inquiry occurs within experimental
studio practices and public exhibitions, which are vital to this methodological framework.
As illustrated throughout the following chapters, the exhibition of my work throughout this
research journey has included: a group exhibition Becomings (2014), a solo residency
and exhibition The Substance of Memory (2015), and the final show Object Data Memory
(2015), which was fundamentally influenced by the previous two exhibitions. Enabling
these reflexive dialogues to occur throughout my research illuminated the ways in which
audiences engaged and experienced my work. The following chapters of this exegesis
examine how these research methods evolved through creative arts praxis and a reflexive
dialogue with theoretical concerns, source materials from my family archives and an
open studio inquiry with my art practices, processes and products.

54

CHAPTER ONE

Emerging from the Darkroom
The materialistic handling of family archives in
early experimentation and

Becomings Exhibition

Within the parameters of arts-based research, the emphasis is on the exegesis to reflect
the outcomes and processes of studio practices informed from theoretical frameworks.
This chapter maps the significant elements that emerged from studio experimentations,
which critically informed my creative arts praxis. Firstly, this chapter discusses early
studio experimentations that frame the beginning of studio processes and highlights the
integration of new research methods in my creative arts praxis. This chapter will then
reflexively engage with Becomings (2014), a postgraduate group exhibition that was first
opportunity to exhibit this work in a gallery environment. 2

Early Studio Experiments
After collating and digitising a large volume of my family archives, I was armed with
myriad visual content. Initially, I was determined to produce a photographic installation
using traditional and experimental darkroom processes, interweaving digital elements.
Therefore, I began studio experimentations in the darkroom (Figure 10 and 11) using
digital contact sheets and negatives to abstract the imagery. Other experiments include
alternative image transfer processes using gel emulsions onto fabric (Figure 12 and 13)
and re-appropriating analogue photographs using new media (Figure 14). The focus of
these studio experimentations was to blur the boundaries of family archive materiality
between new and old media. However, the creative outcomes that emerged were static
and did not reflect the complexities of the literature that underpins this research and the
theoretical discourses that became prevalent as this creative arts praxis developed.

2 This section draws on my paper presented at ACUADS 2015 Conference, Art and Design Education in the

Global 24/7, Adelaide and my paper written for Networking Knowledge: Journal of the MeCCSA Postgraduate
Network issue Make, Mistake, Journey (expected publication early 2016).
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Figure 10. Emily Hornum, (2013), darkroom experiments

Figure 11. Emily Hornum, (2013), darkroom experiments
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Figure 12. Emily Hornum, (2013), gel emulsion on fabric

Figure 13. Emily Hornum, (2013), gel emulsion on fabric

Figure 14. Emily Hornum, (2013), digital scan
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As I began to cement the theoretical framework that underpins this creative arts praxis,
research (Zimmerman, 2008) emerged that investigated home movies as artificial
remnants of family life. This provoked me to re-discover the VHS tapes in my family’s
archive through digitising them to use in my creative practices (Figure 15). The shift to
use family home movies and to extend into video and digital media significantly changed
the direction of studio practices. In the process of transferring these VHS tapes to digital
media I re-watched these home tapes. As I watched the footage, what became hard to
ascertain was whether I remembered these events from memories of actually being there
or by watching these tapes over time.

Figure 15. Hornum Family Archives (VHS video still)

Without carefully organising VHS tapes they are vulnerable to being recorded over or for
them to run out of tape, and so they become a constantly changing and fragmentary
collection of footage over the years. Similar to family photo albums, when my family
watched our family tapes within collective spaces, they invited narration, story telling and
communication with the viewers of the video. The moving footage from the past evokes a
reflexive engagement from the viewers to decipher the visual codes in front of them and
conjures recollection of the past due to its indexical representation of the past—
ultimately, giving families the “power to keep the ancestors ‘alive’ in celluloid for
generations to come” (Cuevas, 2013, p. 21). To apply these ideas within my research,
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Cuevas (2013) describes that when a filmmaker recycles their own home movies in their
work it “can be understood then as an extension of the very process of home
moviemaking, which is not finished until the films are projected and documented on by
the family members, creating an ephemeral soundtrack missing in the filmstrip” (p. 20).
This reaffirmed for me, that home movie archives are not static but rather “a retrieval
machine defined by its revisions, expansions, addition and change” (Zimmerman &
Ishizuka, 2008, p. 19). My family movie tapes as source materials in my research
become removed from their limited audience of family members and friends, and
become recontextualised in my own arts praxis. Cuevas (2013) argues that by using
family films in film making, they “need to provide enough reasons for that personal
archive to be part of a public film, so that the spectator does not feel like an intruder, but
rather part of that family, a welcome guest to the family screening” (p. 20). These
theories can be applied to my research, and the studio practices that are emerging,
whereby what is important is to allow the audience into the archive rather than merely
watching my family archives, which could result in a voyeuristic response from the
audience.
Some of the videos that emerged from studio experiments in the early stages of this artsbased research include:
•

Digitally editing an old family analogue photograph. As this video progresses it gradually
becomes distorted by an increase of artificial digital noise applied over the top, as a
result, the photograph becomes more difficult to decipher (Video 3)

Video 3. Emily Hornum, (2013), Degrading Photo (video)
CLICK TO PLAY
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•

Finding family photographs that were taken split seconds apart to create stop motions
video. These videos were then projected in my studio to experiment with installation
(Video 4).

Video 4. Emily Hornum, (2013), Split Seconds (studio experiments)
CLICK TO PLAY

•

Further exploration of editing family videos and the incorporation of multiple projections
in a three dimensional space (Video 5)

Video 5. Emily Hornum, (2013), studio experiments
CLICK TO PLAY
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•

Experimenting with videos using analogue photographs. The key difference in this video is
that the materiality of the analogue medium is explicit through the referencing of the
sprocket holes of 35mm film (Video 6).

Video 6. Emily Hornum, (2013), Memories Enclosed (studio experiments)
CLICK TO PLAY

VHS tapes are tangible objects, however the projected imagery is not. Screen-reliant
installation artworks are spaces “made up of immaterial projected images but also the
physical media apparatus; the screen, film, and projectors emerge as sculptural objects
in their own right” (Cuevas, 2013, p.10). This creative arts praxis challenges this idea,
whereby the projected image, although is immaterial, it conjures the essence of the VHS
materiality. VHS tapes sit at the boundary between analogue and digital—their materiality
is analogue by nature, however, in order to edit and view these videos they require the
mediation of screens and digital media. Therefore, installation art emerged in my arts
praxis as a suitable platform to coalesce both analogue and digital media. The term
installation art can be defined as a hybrid art that embodies characteristics of sitespecificity and ephemerality (Geczy, & Genocchio, 2001; McTighe, 2012). This definition
however, does not encompass the complexity of installation art. Nicholas Zurbrugg
(2001) argues, “the common factor of all installations is their use of three-dimensional
space…[and]…comes into existence as the artist’s attempt to redefine a particular
exhibition space” (p. 25). In Kate Mondloch’s (2010) view, the term installation can be
evaluated on criteria such as “considerations of space, materials, embodiment, duration,
site and participation” (p. 3). My creative arts praxis operates under these definitions and
characteristics of installation art. At the core of installation art is the relationship between
the spectators participation within the space. This is explored by Julie H. Reiss (2001),
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who contends “there is always a reciprocal relationship of some kind between the viewer
and the work, the work and the space and the viewer” (p. xiii). This participation from the
viewer can be implicit by walking through the installation space, or explicitly by
participating with the installation. The installations that have emerged through my studio
practice integrate both of these elements of audience participation, and will be discussed
throughout these chapters in relation to these works. Installation art is a platform that
supports and intersects the theoretical framework to my research. Mediation,
participation and tactile experience within an installation space mirror similar discourses
surrounding photography, new media and family archives. The reflexive research
approach employed in this creative arts praxis is demonstrated in this stage of my
research journey, in which the studio becomes an environment to translate theoretical
discourses through my art making practices and to engage with artistic processes and
outcomes.
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Becomings (2014)
The first opportunity to exhibit my studio outcomes of this creative arts praxis was in
Becomings (2014), a postgraduate group exhibition and symposium at Edith Cowan
University’s Spectrum Project Space, Perth. The two works exhibited (Figure 16) included
a single panel projection A Year in the Life of the Hornums (2015) and an interactive
photo media installation Memory Viewing (2015).

Figure 16. Emily Hornum, (2014), A Year in the Life of the Hornums (from: Becomings exhibition), video,
projector, headphones, audio. (installation view). Photographer: Emily Hornum

A Year in the Life of the Hornums (2014) (Video 7) consisted of a 15-minute looped
video, edited from my family VHS tapes and combined with an electronic music track
created by my brother Holger Hornum. Using this track as a base, I edited it to gain tempo
as the video progresses. Three of Holger’s audio tracks (produced around 2002) are
used in this creative arts praxis—they were made electronically and when I further
manipulated the tempo, it highlighted the digital sound qualities to this music. At the
beginning of the video the track is reduced to 5% speed, which significantly distorts and
alters the sound. The resulting effect was an echoing electronic noise that worked in
harmony with the celluloid nature of the VHS tape that is flickering and scratching on
screen. As the video progresses, the audio gains tempo—a speed that is only subtle for
the majority of the video, but in the last few minutes, the tempo suddenly gains tempo
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dramatically. As Edwards and Hart (2004) describe “material forms create very different
embodied experiences of images and very different affective tones or theatres of
consumption. For instance, framing devices distinguish relations between photographic
space and the viewer’s space, sometimes like the photographic frame accentuating the
space” (p. 5 – 6). Using a circular mask over the videos references early photographic
and optical inventions such as the camera obscure—technologies that had a significant
impact on visual experience and mnemonic processes. At the same time, this circular
frame breaks away from the constraints of the standard viewing experience of
rectangular screens and position the viewer through a new lens—almost as if it is an
extension of the “perceiving, recording eye” (Forgacs, 2008, p. 53). The evocative nature
of sound is used to intensify the viewer’s sensory experience and further removes my
family home movie footage from their original context from the private domestic space
and has been transformed into an almost cinematic experience.

Video 7. Emily Hornum, (2014), A Year in the Life of the Hornums (video excerpt)
CLICK TO PLAY

The celluloid film of VHS tapes gradually decays over time, as witnessed in own family
archives—they have become distorted and vulnerable to environmental factors, and a
materiality that becomes visible on screen when the film is scratched or scrambles for
footage. Nicholas Chare and Liz Watkins (2013) assert, when old motion pictures are
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screened in the present, “film stock decomposes…The footage now reveals a materiality,
originally far less perceptible, concealed behind the ethereal, evanescent images that
appeared on screen” (p. 77). The transcribed footage on celluloid film is fragile and
subject to the technologies used for their transcription—these tapes have been rewatched, rewound and edited countless times, in combination with their gradual decay
over time due to improper storage or external conditions. As further described by Laura
Marks (as cited in Chare & Watkins, 2013), “every time we watch a film, we witness its
gradual decay: another scratch, more fading as it is exposes to the light, and chemical
deterioration” (p. 78). I have accentuated this materiality of VHS tapes by digitally
manipulating the speed of the footage and overlaying the scratched and empty sections
of the celluloid film over footage that is still intact.

Figure 17. Emily Hornum, (2014), A Year in the Life of the Hornums (from: Becomings exhibition), video,
projector, headphones, audio (installation view). Photographer: Emily Hornum

A Year in the Life of the Hornums’ (2014) scatters circular footage onto a single panel
screen, whereby these fragments of memories change shape and size, attempting to
emphasise the ephemeral and transient nature of memory and of the materiality used to
record and store those memories. As Chare and Watkins (2013) proclaim, “the memories
which are held in the film stock function to activate other preconscious memories in the
spectator” (p. 78). When audiences come into contact with degenerating film stock,
Marks argues that it “brings the audience into contact with the material forms of
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memory” (as cited in Chare & Watkins, 2013, p. 78). These ideas are extrapolated further
in the following chapters when discussing It’s 10 o’clock in the morning and Daddy’s just
gotten up to have breakfast (2015) and Object Data Memory (2015). Due to Becomings
(2014) being a group exhibition it placed limitations on the scale of the work, lighting and
audible sound due to other artists work in close proximity. The audience were required to
use headphones to view the work and this created a level of intimacy. However, at the
same time, this limited the audiences immersion into the work (Figure 17). In addition,
the use of headphones alienated viewers that may not like to use headphones. After this
exhibition, the intention was to create a multi-panel projection installation that immersed
the audience within the space more effectively. This work also illustrated the evocative
nature of sound and audio, which becomes a key element in a number of the
installations in this creative arts praxis.

Figure 18. Emily Hornum, (2014), Memory Viewing (from: Becomings exhibition), slide viewer, 35mm digital
slides, variable dimensions [installation view] Photographer: Emily Hornum.

Alongside A Year in the Life of the Hornums (2014) I exhibited Memory Viewing (2014)
(Figure 18), which was an interactive photo media installation. The intention for this work
was to encourage the audience to use the slide viewer to view the slides displayed. The
importance of exhibiting Memory Viewing (2014) was to illustrate the tactile and physical
nature of analogue photographic media such as 35mm slides. This work resonates with
media archaeological perspectives—the analyses of technology and devices from the past
that have influenced our visual understanding of the world around us in the present.
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Photographic slides and slide viewers are obsolete media, but they can be analysed in
terms of their physical status as an artefacts and their functional relationship to capture
memories and visually represent the past. As explored by McTighe (2007), when Kodak,
ceased manufacturing slide film, this media has become charged with “a particular
moment in history and has become a site charged with personal memory” (p. 443). The
materiality of slides can be read in parallel to analogue photographs; however, they are
dependent on other technologies to access and view them—similar to the computer,
technologies and software required to capture, transfer and view digital data.
Photographic slides rely on a slide viewer or a projector and screen, which our
participation and engagement with the memoires stored within these frames is less
tactile (Chambers, 2003). However, Monica McTighe (2007) suggests, viewing slides in
domestic spaces - of which have been arranged in sequence and narrated as they are
shown - “bridges the gap between photography and film” (pg. 442). Viewing these slides
collectively and in darkened conditions also reflects the viewing experiences of film and
cinema and highlights the various ways we engage with family archives dependent on
their materiality.
The 35mm slides in Memory Viewing (2014) are reproduced from digitally printed family
archival negatives and sandwiched together in multiple layers in the frames. This layering
of multiple images and the poor quality of some of the digital prints onto acetate have
distorted the visual content of these slides and this requires the viewer to study the
slides for longer to ascertain what is in the image, that is, if they can decipher anything at
all. The viewers that interacted with this work (Figure 19) were enticed by this tangible
media through a physical and bodily engagement. The way in which the viewer is
mediated by old and new media is central to my work from this point forward. The
intention for my subsequent solo exhibition was to investigate the participatory
engagement with family archive materiality across media through a series of installations.
Memory Viewing (2014) fundamentally redirected my studio practices and had a
significant influence on the development of Slide Nights (2015) and Object Data Memory
(2015).
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Figure 19. Emily Hornum, (2014), Memory Viewing (from: Becomings exhibition), slide viewer, 35mm digital slides (installation detail). Photographer: Emily Hornum
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CHAPTER TWO

Investigating the
Participatory Engagement
with family Archives in

The Substance of Memory
	
  

Figure 20. Emily Hornum, 2015, The Substance of Memory exhibition at Spectrum Project Space, Perth.
Photographer: Emily Hornum

In January 2015, as part of Fringe World Festival Perth, I had a two-week residency and a
two-week exhibition The Substance of Memory (2015) (Figure 20) at Edith Cowan
University’s, Spectrum Project Space, Perth. The installations that comprise The
Substance of Memory (2015) are a result of creative arts praxis integrating a reflexive
research approach. The first section of this chapter—The Residency: reflexivity and praxis
in practice—will explore how these installations manifested in response to the sitespecificity of the gallery prior to the exhibition. This chapter will then discuss the seven
individual works shown in this exhibition—The Life of Holger, Displacement, Online
Archives of Family Objects, I Forget Now, Behind the Photograph, It’s 10 o’clock in the
morning and daddy’s just gotten up to have breakfast, Slide Nights—how they intersect
with the theoretical framework established in the literature review and how they
manifested through a reflexive creative arts praxis inquiry.
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The Residency: reflexivity and praxis in practice
	
  

Figure 21. Open Studio Artists Residency at Spectrum Project Space, January 2015
Photographer: Emily Hornum

The reflexive dialogue that emerges through creative arts studio inquiry is intrinsic to my
research. In this Open Artists Studio Residency (Figure 21), the gallery effectively
became the studio for two weeks, and each installation was developed within the sitespecificity of the gallery exhibition space. As William Real (2010) states, “an artist often
creates an installation at the outset of an exhibition, starting with an incomplete plan
that evolves and shifts as the artist works within the site” (p. 208). The time spent
working in the gallery allowed my creative arts praxis to develop and adapt to the
physical environment of the gallery. It also provided an opportunity to document my
response within the gallery space to further encourage reflexivity by analysing the
decisions made when immersed in studio practice. Mondloch (2010) argues installation
art can be defined as “participatory sculptural environments in which the viewer’s spatial
and temporal experience with the exhibition space and various objects within it forms
part of the work itself’’ (p.xiii). It can be said that, reflexive analysis of installation art is
impossible until the works are constructed in their exhibition spaces and viewers are
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interacting and participating with them (Mondloch, 2010; McTighe, 2012). This concept
applies to the installations in The Substance of Memory (2015), which do not reveal
themselves all at once—the viewer’s experience within the space forms part of the work
itself (Mondloch, 2010). The installations invite bodily engagement implicitly by the
audience moving through the installation, and, more explicitly, such as physically
participating with the installation.

Video 8. Emily Hornum, (2014 – 2015), time Lapse of Slide Nights for The Substance of Memory exhibition.
CLICK TO PLAY

The documentation of these installations, in particular Slide Nights (2015), is an
essential ingredient to multi-media ephemeral art. By introducing a hybrid approach to
documentation, it contributes to the “knowledge of how the work manifests over time”
(Jones & Muller, 2008, p. 418). Slide Nights (2015) was documented via time lapse
(Video 8 and Figure 22) and provides critical key perspectives for analysing the decisions
made when installing this work and the possible other variations that may have
manifested. The ephemeral and site-specific nature of installation art relies on
photography and documentation to provide evidence of its existence (McTighe, 2012).
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Figure 22. Photographs for Slide Nights Time Lapse, (2015). Photographer: Emily Hornum
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Notions surrounding archives and memory are embedded within installation art.
Documentation provides evidence of the installations existence, yet on the other hand, is
an entirely different representation of the bodily engagement provoked from the threedimensional space the work is shown (McTighe, 2012; Real; 2001). Traditional
approaches to documentation cannot be applied to multi-media ephemeral art (Real,
2001; MacDonald, 2009; Jones & Muller, 2008). As Caitlin Jones and Lizzie Muller
(2008) emphasise, archives that constitute multi-media ephemeral art are a “collection
of documentation that provides multiple perspectives of the work” (p. 419). Rather than
ascertaining a fixed identity for the work, Jones and Muller (2008) suggest the principle
of archiving installation art lies in the ability to “capture its mutability and contingency
through the dialogue between its experimental, conceptual and technical aspects” (p.
419). These multi-layered archives are essential for the artist’s own archives,
researchers and future exhibitions or restaging of the work from curators and/or the
artist (Jones & Muller, 2008; Real, 2001).
The challenge for artists, Real (2001) argues, is to reconsider the documentation of
installation art as static objects and more as a performance. To apply these concepts to
my arts-based research, these multi-layered archives constitute how my installations
arrived at their final outcomes. This documentation is archived on my website and online
accounts (Instagram, YouTube and Vimeo3) and includes:
•
•
•

Photography—including work in progress (Figure 22) and final exhibited works
Videos—including recorded artist talks (Video Appendix 1) and individual documentation
of exhibited works
Media coverage—including Perth Voice, ABC Radio, Colosoul Interview and FringeWorld
Review (Appendices 1 - 5)

Furthermore, these ideas actively promote reflexivity in my creative arts praxis by
interrogating the studio processes and outcomes throughout the research journey. The
following parts to this chapter expand on these ideas by illustrating the ways that these
installations have been documented in their exhibited outcomes and the way they
manifested through reflexively engaging with work in progress and theoretical discourses.

3

My website and online accounts can be accessed at www.emilyhornum.com
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The Life of Holger

Figure 23. Emily Hornum, (2015), The Life of Holger (from: The Substance of Memory exhibition). 16in x 20in
dyptch prints (insallation view). Photographer: Emily Hornum

The Life of Holger (2015) (Figure 23) is a photographic diptych series reproduced from a
collection of my father’s 35mm slides. Deborah Chambers (2003) suggests that slides
were less tactile due to their mediation by instruments such as a projector and screen
and therefore, deems them as unusable to the family album. These notions resonate with
my experiences with family archives—my father’s slides sat in a box in the cupboard,
whereas printed photographs were situated within frames or albums around the house.
As a result, these archives were not accessed nearly as frequently and the stories behind
them remain a mystery. My father was born in Denmark in 1924, and passed away in
1997 when I was 10 years old. When we did have slide nights as a family, my memories
of his narrations behind these images are limited—and now he is not here to tell the
story, context or narrative surrounding them. To me, the photographs that comprise The
Life of Holger (2015) have become open, unresolved texts that can provide nothing more
than an indexical relationship to a moment in time (Sontag, 2008; Barthes 2010; Hand,
20120; van Dijck, 2007; 2010). To me, these photographs are a constant reminder of
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what can be remembered through the process of recording the past and what has been
forgotten due to their missing context and story.
This work emerged when I was attempting to create a video from one of these slides that
I had digitised. To do this I had to separate superficial layers in the photograph and
roughly clone in the background using clone tool in Adobe Photoshop ™ (Video 9). When I
separated these layers in the photograph, it provoked an uneasy presence about the
empty landscape—there emerged a void of substance in terms of its value as an object
for remembrance. This work highlights the material engagement and handling of my
family archives within the reflexive dialogues that occurred through a creative arts praxis
methodology.

Video 9. Emily Hornum, (2014), studio video experiments
CLICK TO PLAY

Sontag’s (2008) theories surrounding photography as a representation of both a
“pseudo-presence and a token of absence” (p. 16) resonates strongly with this work.
Sontag (2008) asserts photographs are “an invitation into sentimentality. Photographs
turn the past into an object of tender regard, scrambling moral distinctions and disarming
historical judgements by the generalised pathos of looking at the past” (p. 71). The Life of
Holger (2015) represents the presence of the past and at the same time, the absence of
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memory. The original archival slide and the cloned background layer are presented in
diptych format for the audience to view a before and after to know what is missing
(Figure 24). One image irrevocably references the presence of looking into the past, a
moment in time lived by someone. The other image denies the viewer most of the visual
substance and reminds the viewer of the absent memories from the image alongside it.
This empty landscape reflects the missing or forgotten narratives behind these
photographs, which are unattainable due to the fact my father is no longer here to enrich
them with narrative and story. In an interview with Emma Schrader (2015) from Colosoul
in February 2015 as part of the media coverage for The Substance of Memory (2015),
this work resonates to her. Schrader (2015a) asked:
(ES) Which brings me to the pairs of photos, where you’ve got a figure in
the landscape and then the (empty) landscape again. Are you interested in
a particular place?
(EH) Ahh… and also these photos are from my Father’s slides. He’s not here anymore. So
the story behind those as well is lost from me. I don’t know a lot about these stories. Just
kind of removing the substance of what is the image. Changing and manipulating that
memory. With technology we can just make it disappear.
(ES) When I was walking along these two kind of grabbed me, because, you
can look at this photograph and immediately I start thinking of a story.
Like… ‘This is the day that my uncle killed that fox!’
(EH) (Chuckles) Yeah, you can add your own little narrative to it as well. (para. 1)

Figure 24. Emily Hornum, (2015), The Life of Holger, (detail).

The digitisation of analogue photographs calls into question pre-established connotations
of indexicality and reality. Hand (2012) states, “after digitisation, it is arguable the case
that modernist ideas of fixity, permanence and capture are giving way to notions of
mobility, ephemerality and performance” (p. 26). The image on the left evokes a nostalgic
reference to the past—the content of the imagery (clothing, car etc.) and technical
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qualities (colour, scratches and burns etc.). The image on the right has been
manipulated, which is evident in the rough cloning of the background—it is repetitive,
blurred and was a deliberate attempt to exemplify the malleable materiality of new
media. Retouching and manipulating is not unique to digitisation—analogue media also
enticed these characteristics, yet it is the accessibility and versatility that digital
technologies can manipulate images that is the key feature of new media (van Dijck,
2010; Hand 2012). In this work, the digital manipulation is explicit to the viewer by
presenting both the original and the edited image. The intention is to centralise the
viewers attention to what has been deleted—or in other words, what has been forgotten
from memory, and what cannot be remembered in the future because of it’s indexical
erasure of family narrative.
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Displacement
	
  

Figure 25. Emily Hornum, (2015), Displacement (from: The Substance of Memory exhibition), tablets, video,
variable dimensions (installation view). Photographer: Emily Hornum

Displacement (2015) (Figure 25) is an installation of four short videos displayed on 7inch tablet screens and installed horizontally. These videos transformed an analogue
photograph into a video using the Displacement tool in Adobe After Effects ™ (Video 10).
This work merges and cross-embeds analogue and digital media—the nostalgic black and
white photographs from my family archives have become digitised, edited and displayed
through LCD screens. The videos directly reference old analogue photographs that can be
aligned to Barthes’ (2010) theories that claim “every photograph is a certificate of
presence” (p. 87). The photographs in these videos reference the past, once digitised
however, they become transformed into intangible data. Using Manovich’s (2001)
definition, the process of digitisation is “converting continuous data into a numerical
representation” (p. 28). This is a video that never existed—it was produced through the
mutability of new media and is now, far removed from its original analogue photograph.
As the audience watches the looped videos in this installation, there are subtle
movements by the subjects. Although these movements are not entirely smooth in
transition and I have deliberately left glitches in the editing of these videos. This was a
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conscious effort to illuminate the materiality of new media to produce new visual content
through the manipulation of digital data.

Video 10. Emily Hornum, (2015), Displacement (video detail view)
CLICK TO PLAY

The use of tablets in Displacement (2015) integrates discourses surrounding the role of
screens and new media (Figure 26). Screen-reliant installation art creates spaces for
participatory environments of the ephemeral, “temporal and spatialised encounters
between viewing subjects and technological objects, between bodies and screens”
(Mondloch, 2010, p. viii). This work introduces notions of the physicality of a screen,
whereby the engagement between the audience and the screen is explicit. The intention
was for the audience to become passive spectators to a device that operates as a portal
to a past moment in time. In Manovich’s (2001) view, the screen is “a window into the
space of representation that itself exists in our normal space” (p. 103). The tablet
screens act in parallel ways—they become portals to the past, in which the viewer must
navigate their bodies physically closer to the screens to view them clearly (Figure 27).
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Figure 26. Emily Hornum, (2015), Displacement (from: The Substance of Memory exhibition), tablets, video,
variable dimensions (installation detail view). Photographer: Emily Hornum

Figure 27. Emily Hornum, (2015), Displacement (from: The Substance of Memory exhibition), tablets, video,
3m x 2.5m. Photographer: Emily Hornum
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Online Archives of Family Objects

Figure 28. Emily Hornum, (2015), Online Archives of Family Objects (from: The Substance of Memory
exhibition), family objects, QR codes, photography, new media (installation view), 2m x 1.5m.
Photographer: Emily Hornum

Museums, galleries, governments and institutions are progressively moving their archives
to online databases (Ernst, 2013), which greatly enhances our access to archives
globally. However, the way that we experience the archive is now an intangible object
accessed through the screens of our personal devices. Online Archives of Family Objects
(2015) (Figure 28) centralises these ideas through an interactive installation using
personal items from my family archives. Wedding dresses, glasses and outfits have all
been kept over time to preserve memory. These tangible items embody a scent of the
past (Edwards and Hart, 2004) and they have been carefully folded or placed to
reference their status as artefacts of memory. Adjacent to each object is a QR code,
which directed the audience to an online gallery4 of these objects on my website (Figure
29).

4 Access to Online Archives of Family Objects (2015) online gallery: http://www.emilyhornum.com/#!doreen-

fields-outfit/c8ix
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The mobile phone is an example how new media has become a “sensory prosthetic, not
just of vision, but of experience between the person and the machine” (Shanks 2012, p.
2). The hybrid functions of a mobile phone, such as entertainment, organisation,
navigation, communication and creation, assert themselves as metamorphic devices part
of a networked society (Shanks, 2012). According to Alysih Wood (2007), we rely on
machines and technology to transcribe and mediate our experiences with digital images
and information.

Figure 29. Screen shot of online gallery of Online Archives of Family Objects (2015).
Accessed via: http://www.emilyhornum.com/#!doreen-fields-outfit/c8ix

Derrida’s (1995) concept of the archive can be applied to this work, whereby these online
archives cannot exist without the technologies used for their archivisation. To view this
online gallery, the viewer is dictated by technology such as Internet speed, screen
resolution and screen size. In addition, some of the viewers are eliminated from viewing
the work entirely if they do not have the right software on their devices to view the gallery.
Online Archives of Family Objects (2015) intends to illustrate some of the ways that
digital technologies, the Internet and portable devices have altered our participatory
engagement with accessing archives across new media platforms. As the audience scroll
through this archive of imagery online, it becomes embedded within a new context—the
personal device of the viewer, distracted by their own apps, emails and texts that may be
running simultaneously. Relevant notions surrounding new media intersect with this work
by centralising the mobile phone as a sensory prosthetic (Shanks, 2012) that mediates
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our access to visual content in today’s networked and connected culture (van Dijck,
2010). These ideas are strongly linked to Carr’s (2015), asserting that once the Internet
has
absorbed a medium, it re-creates that medium in its own image. It not only dissolves the
medium’s physical form; it injects the medium’s content with hyperlinks, breaks up the
content into searchable chunks, and surrounds the content with the content of all the
other media it has absorbed. All these changes in the form of content also change the way
we use, experience and even understand the content. (p. 90)

Once accessed via the QR code (Figure 30) adjacent to these items, the archives of these
personal items become embedded within an online participatory environment—the viewer
scrolls through the images, clicks on hyperlinks to direct them through the pages or can
be distracted by other visual elements or menus on screen.

Figure 30. Emily Hornum, (2015), Online Archives of Family Objects (from: The Substance of Memory
exhibition), family objects, QR codes, photography, new media (detail). Photographer: Emily Hornum

Manovich (2001) emphasises, “once information is digitised, the boundaries between
media dissolve. We replace our special-purpose tools with an all-purpose tool” (p. 88).
The performance of memory within the contemporary network and connected culture
(van Dijck, 2010) suggests the Internet’s expansive database and visual make-up alters
our sensory and cognitive functions (van Dijck, 2010; Carr, 2015; Hand 2012, Manovich,
2010). At the core of my research is the investigation of how new media has altered
mnemonic function in relation to the family archive. Hand (2012) advocates,
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memory is readily and dynamically configured through our digital practices and the
connectivity of our networks. Changes in the technologies of organisation – [sic] from the
album to the cloud – [sic] are highly significant, I suggest for how we think about individual
and collective memory (p. 151).

Online Archives of Family Objects (2015) seeks to elucidate the digitisation of family
archives onto networked multi-media platforms that modifies our participation,
engagement and experience with visual content—ultimately re-defining the performance
of memory.
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I Forget Now
	
  

Figure 31. Emily Hornum, (2015), I Forget Now (from: The Substance of Memory exhibition), photographs,
audio, headphones (installation view). Photographer: Emily Hornum

I Forget Now (2015) (Figure 31) incorporates five short audio fragments alongside a
framed original photograph from my family archives. The audio is selected from voice
recordings between my mother and grandmother between 2010 and 2012. These
recorded conversations were an attempt by my mother to document my grandmothers’
life story, whose memory is deteriorating from Alzheimer’s. The fragility of memory is
evident—my grandmother struggles to remember many details about significant moments
of her life, yet, when she is prompted by my mothers’ questions, and sometimes
photographs, she begins to recollect and piece together fragments of memories (Video
11 and 12). By connecting the audio pieces with an original family photograph, it assists
to reinforce the relationship between the narrative and the photograph. This work was
installed in a narrow corridor of Spectrum Project Space, creating an intimate and private
space to immerse the audience into the personal nature of this work
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Video 11. Emily Hornum, (2015), I Forget Now (video detail)
CLICK TO PLAY

Video 12. Emily Hornum, (2015), I Forget Now (video detail)
CLICK TO PLAY
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I Forget Now (2015) centralises visual and oral sources as important sites for the
recollection of memory. Yates’ (1966) mnemonic mapping theories can be applied to this
work—my mother provides mental anchors to my grandmother by way of conversations
and physical objects that assist her recollection and remembrance. Photography,
provides irrevocable evidence of the past—“the technology has instilled a sense that one
can readily enter into and become an eyewitness to the past as a tangible reality” (Marie
Mauad, 2002, p. 215). Maria Mauad (2002) employs the term intertextuality to define
the dialogical relationship between archives, or in her research, what she defines as
texts—including old photographs and oral interviews. Her research demonstrates, “what
images alone might not allow us to see, can often be inferred from other texts” (Maria
Mauad, 2002, p. 215). The audio fragments in I Forget Now (2015) intend to provide
context and narrative to the photograph and exemplify their mnemonic function. The
conversations prompted by viewing family photo albums within collective spaces is
referred to by Kuhn (2007) as performative viewing and expanded by Ataman in his work
Testimony (2007). I Forget Now (2015) expands on these concepts by illuminating the
intrinsic relationship between the memories embedded within family archives and how
we access the narratives and stories behind these past moments in time. At the same
time, this work illustrates the fragility of memory and our reliance on archival remnants
such as photographs to validate our identity and past experiences once our memories
disappear.
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Behind the Photograph
	
  
	
  

Figure 32. Emily Hornum, (2015), Behind the Photograph (from: The Substance of Memory exhibition), video,
projector (installation view). Photogapher: Emily Hornum

In this projection work the back of old photographs were scanned and edited into a video
(Figure 32). This video denies the viewer any visual content and the only information that
is provided is from the inscription on the back. Extending similar ideas from I Forget Now
(2015) and The Life of Holger (2015), central to this work is the connection between
photography and the narratives or stories that are invited by the three-dimensional state
of photographs. The tactile and physical nature of analogue photographs enticed
recollection by writing names, dates, locations and/or comments on the back of the
photographs (Edwards and Hart, 2004; Sontag, 2008). This physical act of writing onto
the photograph embeds it with another presence of time and the engagement of the
body—who wrote on it, when and why? The contextualisation through written inscriptions
on photographs reaffirms the narratives to be passed down to generations—the names of
ancestors, the places they went to, where and how they lived, all provide frameworks to
locate individual and collective identity. In this work, the intention was to illuminate the
ways in which analogue photographs were narrated due to their physical and material
existence.
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It’s 10 o’clock in the Morning and Daddy’s just Gotten up to have Breakfast

Figure 33. Emily Hornum, (2015), It’s 10 o’clock in the morning and daddy’s just gotten up to have breakfast (from: The Substance of Memory exhibition), multi-panel projection
installation (installation view). Photographer: Emily Hornum
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It’s 10 o’clock in the morning and Daddy’s just gotten up to have breakfast (2015)
(Figure 33) is a multi-panel projection that extends A year in the Life of the Hornums
(2014), exhibited in Becomings (2014) exhibition. This installation employs three
projectors to simultaneously project three video works onto the three available walls.
When deciding the floor plan for this exhibition, Spectrum Project Space had two
moveable walls that were already planned to portion off other parts of the gallery. Also,
these walls do not reach to the roof and would not have created the desired level of
darkness envisioned for this work. To create this darkened projection room, I custom
made black out curtains that sectioned off a portion of the gallery (Figure 34). This space
was transformed into a dark projection room and took advantage of the fixed speakers to
immerse the audience through the sound incorporated into the video.

Figure 34. Projection Room Installation at Spectrum Project Space, (2015). Photographer: Emily Hornum
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The use of projectors, essentially transforms the gallery walls into screens. Mondloch
(2010) emphasises this by stating, “the screen, then, is a curiously ambivalent object—
simultaneously a material entity and a virtual window; it is altogether an object which,
when deployed in spatialised sculptural configurations, resists facile categorisation” (p.
2). Screen-reliant works intersects with the theoretical concerns of my research. In this
darkened space, the scale of the projections and audible audio positions the viewer
within the spatial confines of this family archival footage (Video 13).

Video 13. Emily Hornum, (2015), It’s 10 o’clock in the morning and daddy’s just gotten up to have breakfast,
(from: The Substance of Memory exhibition), multi-panel projection installation (installation view).
CLICK TO PLAY

The title, It’s 10 o’clock in the morning and Daddy’s just gotten up to have breakfast
(2015), is taken from a portion of the footage that is repeated multiple times throughout
the main video. This repeated section of footage is my father making breakfast—it is one
of the very few fragments of footage in which he is in front of the camera. Alongside this
portion of footage, other moments that have been selected include: my father calling my
name, recorded video messages to send to our family in England, and fragments of
holidays, Christmas and birthdays. Home movies, essentially “exists as fragments. Slices
of differentiated reality come to life, frequently without a beginning or end” (Abraham,
2014, p. 170). These fragments of memories do not conform to a chronological narrative,
but rather, provide visual codes to piece together a narrative (Odin, 2014). Through
digital manipulation, I have spliced footage across years and locations, reduced the
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speed to 25% and further disrupted it with a circular mask (Figure 35). By editing the VHS
footage in this way, it reinforces Odin’s (2014) view that:
home movie images function less as representations than as index inviting the family to
return to a past already lived. The home movie does not communicate. Instead, it invites
us to use a double process of remembering. (p. 259)

In this work, it is the audience that are invited to return to the past through my family
archives. These fragments of archives can be said to be indexical relations to the past
that enable the process of remembering. This work emphasises the externalisation of
memory through technologies that record family memories. Drawing upon Plato’s
theories, Candida Smith (2002) proclaims, “memory exists in an on-going process of
performance and response” (p. 3). These projected traces of the past have an irrevocable
reference to the performance of memory by their nostalgic presences of analogue
mediums and the evocative nature of the archive top relive the past.

Figure 35. Emily Hornum, (2015), It’s 10 o’clock in the morning and daddy’s just gotten up to have breakfast
(from: The Substance of Memory exhibition), multi-panel projection installation (installation detail) .
Photographer: Emily Hornum

Audio is fundamental to this work, whereby it mirrors the classical conception of
memory—perceived as a “fusion of senses” (Candida Smilth, 2001, p. 2). Sound
installations link notions between sight, sound and body (Rose, 2013; Yueh-Tuan Li &
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Wen-Shu Lai; 2013). The difference between the visual and sound is described by Michel
Choin (as cited in Yueh-Tuan Li & Wen-Shu Lai, 2013) as
the field of vision is a “given to see” that is contained by the screen spatially and
temporally. By contrast, sounds, being “imposed to hear” are more in a state of uncertainty
and change, they are hard to constrain and they will interfere with our perception and
affect it more easily. (p. 349)

Within the context of installation art, the nexus between seeing and hearing relies on the
audience’s “perception, imagination and interpretation, which unite these two
independent entitles” (Yueh-Tuan Li & Wen-Shu Lai, 2013, p. 349). Sound is positioned
as a key medium within my work to “distort and reunite sensory perception” (Yueh-Tuan
Li & Wen-Shu Lai, 2013, p. 349). The voices emanating from the VHS tapes are
undeniably associated with a source—“the existence of a physical body” (Yueh-Tuan Li &
Wen-Shu Lai, 2013, p. 349). Choin (as cited in Yueh-Tuan Li & Wen-Shu Lai, 2013)
asserts the characteristics of voice are “ephemerality; as soon as a voice is uttered, it
disappears with that moment in time” (p. 351). The audio of my father is poignant to
me—these VHS tapes are the only media in our family archives that has recorded the
sound of his voice. As snippets of my childhood are projected around the room, voices
from this footage reverberate throughout the installation space—the audience is
embodied by the illusion of watching the past through an enhanced sensory experience
of both hearing and seeing.
Audio is an integral component to home movies by emotionally charging the visual
content with another dimension of nostalgic recollections. Theories surrounding screenmediated spectatorship intersect within this work—the attention required to watch and
hear moving footage illuminated by a screen, affects us psychological and physiologically
(Mondloch, 2010). Within the context of installation art, this dialogue is reliant on the
activation of the audience’s participation in the space to see, hear and interpret.
Audience participation in this work occurs between the intangible screens, sound and
body. The physicality of the audience’s bodies within the three dimensional space and
the mental processes that occur whilst listening and viewing the work has the potential to
generate

audience

participation

through

a

multisensory

cinematic

experience

(Oppenheimer, 2007). This is an example of the material handling in my creative arts
praxis to extend the research methods used to produce artistic outcomes, driven and
informed by theoretical frameworks. These elements are further extrapolated in my final
exhibition Object Data Memory (2015), and discussed in the final chapter of this
exegesis.
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Slide Nights
	
  

Figure 36. Emily Hornum, (2015), Slide Nights (from: The Substance of Memory exhibition), slide sculptures,
projectors, acrylic mirrors, variable dimensions. Photographer: Emily Hornum

Slide Nights, (2015) (Figure 36) is the final work that comprises this exhibition and
combines over 3000 35mm slides, projections, acrylic mirrors and a live camera feed.
The family negatives collated in the first stage of my research were printed onto acetate
and layered into new 35mm slide mounts. Similar to Dean’s work Film (2010), this
installation pays homage to a medium–the analogue photographic slide—that is now
obsolete within mainstream family photography. In Slide Nights (2015), the slides are
stripped of their original function—no longer are the images projected through a slide
projector individually but are built into sculptural structures that the viewer must navigate
their bodies closer to view the images inside the frames. These slides, essentially
become frames of memory—these slides induce nostalgic references to the past through
the physical reference to out-dated media, and through the abstracted imagery of
domestic life within these frames (Figure 37).
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Figure 37. Emily Hornum, (2015), Slide Nights (from: The Substance of Memory exhibition), slide sculptures,
projectors, acrylic mirrors, variable dimensions (installation detail). Photographer: Emily Hornum
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Figure 38. Emily Hornum, (2015), Slide Nights (from: The Substance of Memory exhibition), slide sculptures,
projectors, acrylic mirrors, variable dimensions (installation detail). Photographer: Emily Hornum

Figure 39. Emily Hornum, (2015), Slide Nights (from: The Substance of Memory exhibition), slide sculptures,
projectors, acrylic mirrors, variable dimensions (installation detail). Photographer: Emily Hornum
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As this work interlinks the metaphorical and physical references to the architecture of
memory (Figure 38 and 39). These frames of memory are symbolic of something to be
remembered—in my art processes I have glued these frames together, essentially
connecting these pieces of memory into a collective whole. The structure of these
sculptures depended on the way that they were glued together—each slide depended
upon the surrounding slides for structural support (Figure 40 and 41).

Figure 40. Emily Hornum, (2015), Slide Nights (from: The Substance of Memory exhibition), slide sculptures,
projectors, acrylic mirrors, variable dimensions (installation detail). Photographer: Emily Hornum

Figure 41. Emily Hornum, (2015), Slide Nights (from: The Substance of Memory exhibition), slide sculptures,
projectors, acrylic mirrors, variable dimensions (installation detail). Photographer: Emily Hornum
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Slide Nights (2015) employed three projectors—two were directed at the slide sculptures
and played digitally edited home videos from early experiments and the other
transformed the nearby wall into a screen that projected a live feed of the installation
space (Figure 40). The inclusion of the live feed occurred in response to working within,
and adapting to the gallery space. In combination with the live feed, the use of acrylic
mirrors heightened the illusion of multiplicity and repetition, with the intention for the
audience to become explicitly aware of their own bodily engagement within the work. A
key component of installation art is the constant dialogue between the audience and the
artwork within a three-dimensional space (Reiss, 2001). Therefore, installation art
revealed itself as the appropriate research tool to illuminate the audience’s participatory
engagement with family archive materiality.

Figure 42. Emily Hornum, (2015), Slide Nights (from: The Substance of Memory exhibition), slide sculptures,
projectors, acrylic mirrors, variable dimensions (installation detail). Photographer: Emily Hornum
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CHAPTER THREE

Illuminating Family Archive
Materiality in Multi-Media
exhibition Object Data Memory

Figure 43. Emily Hornum, (2015), Object Data Memory, multi-panel projection, slide sculptures, acrylic
mirrors, variable dimensions (installation view). Photographer: Emily Hornum

This chapter details the final exhibition as part of my candidature, Object Data Memory
(Figure 43), shown in May 2015 at Free Range Gallery in Perth. The intention of this
exhibition was to refine Slide Nights (2015) from The Substance of Memory (2015) in a
small and intimate gallery space to produce a more effective and immersive installation.
The creative outcomes that have occurred as a result of the reflexive approaches used
throughout this creative arts praxis are illustrated in this final chapter of the exegesis.
Theoretical frameworks, studio processes and works exhibited outlined earlier, are
pivotal to the contextualisation of how this exhibition culminated.
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Video 14. Emily Hornum, (2015), Object Data Memory, multi-panel projection, slide sculptures, acrylic mirrors, variable dimensions (installation view)
CLICK TO PLAY
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The integration of video in Object Data Memory (2015) (Video 14) expands on ideas
developed in It’s 10 o’clock in the morning and daddy’s just gotten up to have breakfast
(2015). Similarly, this work employs a multi-panel projection, although in this exhibition,
the circular frame has been removed, which significantly alters the viewing experience.
Three ephemeral screens were created via three projectors—the middle projector played
the main video and the two side projectors played the same video through two DVD
players. The two side videos were stopped and started at varying intervals over the
course of installing this work and throughout the exhibition. When the viewer begins to
watch these videos, the repetition is not initially clear, but after watching the footage for
long enough the viewer might begin to piece together the repetition of footage from the
two side projections. As segments of footage flicker around the gallery, the accompanying
music also gains tempo alongside the imagery. The audio emphasises these tempo
changes and was edited with an aim to excite an emotive response from the audience
and to immerse them into a reflexive engagement with the multitude of nostalgic archival
imagery that surrounds them. In addition, the audio in this work spilled onto the street
outside Free Range Gallery, providing an illusive drawing card to bring audiences walking
by into the gallery space.

Figure 44. Emily Hornum, (2015), Object Data Memory, multi-panel projection, slide sculptures, acrylic
mirrors, variable dimensions (installation detail). Photographer: Emily Hornum
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Figure 45. Object Data Memory, multi-panel projection, slide sculptures, acrylic mirrors,
variable dimensions (installation detail) . Photographer: Emily Hornum

The mirrors were hung on opposite sides of the gallery producing an infinite illusion of
multiplicity and repetition (Figure 44). Installing the mirrors in this way produced a similar
result to the live feed projection in Slide Nights (2015), whereby the intention was for the
audience’s bodily engagement and participation within the gallery space to become part
of the work itself. Placing the slide sculptures in the middle of the gallery directed the
audience to navigate around the installation—and by doing so it became unavoidable for
them not to be reflected in the space (Figure 45). The videos and mirrors in Object Data
Memory (2015) play vital roles in immersing the audience into this work. As Mondloch
(2010) describes, mirrors “produce curious spatial displacements in …[for the viewer,
additionally]…video screens have the potential to generate novel spatial and temporal
experiences” (p. 36). In this installation, the audience is displaced within the work due to
the mirrors, but also experience temporal experiences of the past through the projected
videos. This interaction interplays between the viewers experience here in the exhibition
space and there as observers looking at the projected video (Mondloch, 2010). Video
installations, are defined by Robin Oppenheimer (2007) as “spatial and temporal art
forms that can include the elements of audio and video/moving images, sculptural forms,
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and other visual static or moving elements situated and aesthetically constructed in a
three-dimensional space” (p. 15). This transformative cinematic experience draws on
“multisensory elements that situate the viewer as an active participate inside an
environment” (Oppenheimer, 2007, p. 17). These strategies can be applied to Object
Data Memory (2015) because the intention was for the audience to walk into the
darkened space and become surrounded by large-projections evoking recollections from
the past. The immersive environment of video installation, combined with the slide
sculptures and mirrors, attempts to provoke the audience into a reflexive dialogue with
family archives and the way memory is reinforced by external technologies.

Figure 46. Emily Hornum, (2015), Object Data Memory, multi-panel projection, slide sculptures, acrylic
mirrors, variable dimensions (installation detail). Photographer: Emily Hornum

Upon entering the gallery space, the large plinth under the slide sculptures appears as a
solid structure—it is not until the viewer moves around the room that the exposed back
reveals itself. Underneath this plinth are more sculptures that appear as if they are
extending through the box and providing structural integrity to the sculptures above.
(Figure 46). As a result, the boundaries between the external and internal are blurred—
centralising the analogy that memory is externalised by the visual traces that remain from
family archives. These visual traces become physically referenced through the
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architecture of these slide sculptures—their tactility and physicality are imperative in their
own construction. The lighting of the slide sculptures in Slide Nights (2015) proved to be
an underestimated challenge, which is why lighting became a central focus of Object
Data Memory (2015). Incorporated in this work are 30 LED lights, 5 sensor activated
battery lights and 1 spotlight to control the direction and illumination of the slides in
specific locations in the work (Figure 47 and 48). Rather than attempting to conceal all
the cords from the LED lights, the explicit reference to technology is an element that
becomes part of the work. In addition, when the front door of the gallery was open,
daylight spilled into the gallery and illuminated parts of the slides intermittently (Figure
49). Using this combination of lighting produced scattered spotlights of lighting
throughout the work—allowing the audience to easily view portions of the slides, whereas
others remain almost in the dark.
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Figure 47. Emily Hornum, (2015), Object Data Memory, multi-panel projection, slide sculptures, acrylic
mirrors, variable dimensions (installation detail)

Figure 48. Emily Hornum, (2015), Object Data Memory, multi-panel projection, slide sculptures, acrylic
mirrors, variable dimensions (installation detail)
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Figure 49. Emily Hornum, (2015), Object Data Memory, multi-panel projection, slide sculptures, acrylic
mirrors, variable dimensions (installation detail). Photographer: Emily Hornum

106

Audio Postcards

Figure 50. Emily Hornum, (2015), Audio Postcards (from: Object Data Memory exhibition), postcards and
fridge magnets, variable dimensions (installation view). Photographer: Emily Hornum

This interactive installation extends discourses from I Forget Now (2015), which uses
short audio fragments of conversations between my mother and grandmother to embed
the attached photograph with context and narrative. In Audio Postcards (2015) (Figure
50), four images have been reproduced into postcards and fridge magnets alongside a
QR code that redirects the audience to these audio fragments on my website5. The use of
the QR codes also extends similar ideas from Online Archives of Family Objects (2015),
which highlights the sensory prosthetic of mobile phones and portable devices. Edwards
and Hart (2004) assert, “materiality extends the indexicality of the image through both
bodily interactions with the photo-object, especially the tactile, and through interventions
with the indexical image” (p. 13). Despite the rapid proliferation of new media and digital
technologies,
when the materiality of many images evaporates into a series of electronic pulses, the
desire for the material object remains, as digitally produced photographs are selected for
printing, some on photographic paper, others merely printed out at low resolution on
ordinary paper […] Even in the digital world these material decisions are integral to the
social saliency of the photograph (Edwards & Hart, 2004, p. 14)

5 http://www.emilyhornum.com/#!audio-postcards/c1dtt
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The consumption of family archives are reliant on their materiality, which defines how
they are recorded, stored, archived and accessed in the present and in the future
(Sontag, 2008; Hand, 2012; Edwards & Hard, 2004). The postcards and fridge magnets
in this work firstly, invite handling and collecting through their tangibility as objects and
secondly, through the performance of scanning the QR code and allowing the audience to
leave with a tangible reminder of the exhibition and a slice of my family archives.
Audio Postcards (2015) centralises the role of new media to alter traditional notions of
the family archive—once perceived as static, tangible objects, which can now be
transformed into intangible digital data. Ekaterina Haskins (2007) argues that new media
presents a new system of archiving whereby “the audience no longer acts as a consumer
of a linear story—it takes part in the experience by making choices to connect particular
messages and images as well as to register responses to them” (p. 406). In this work the
audience becomes an active participant firstly, by physically handling the postcard or
magnet and secondly, by the performance of scanning the QR code that navigates them
to an online interface of my family archives controlled through their own personal
consumer devices and interactive experience. The Internet becomes a key element in this
work to explore archiving practices and the transformative materiality of new media to
affect the way we interact, experience and engage with family archives from the past, in
the future.
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Conclusion
This creative arts praxis investigated family archives and their influence on the
performance of memory. Through a multi-method arts-based research approach, the
outcomes of this research culminated through a series of installations across three
exhibitions—Becomings (2014), The Substance of Memory (2015) and Object Data
Memory (2015). This creative arts praxis situates itself within a reflexive framework to
generate a constant dialogue between theoretical discourses, studio inquiry, my role as
practitioner researcher and the subjective experiences that inform my art making. Family
archives to me, were emotionally charged with notions surrounding memory after the
death of my father at a young age. In recent years, I watched my grandmother suffer from
Alzheimer’s, which highlighted to me the fragility of memory and our reliance on
technologies to reaffirm, enhance and substitute our memories. These subjective
experiences alongside theoretical discourses discussed in this exegesis, reveal that the
performance of telling family stories and narratives through the material remains of
family artefacts is key in providing a sense of belonging that enriches our personal
identity and memories.
In this exegesis and my creative works I have sought to demonstrate through a reflexive
and critical examination of studio practices and theoretical frameworks, how family
archive materiality affects what we remember and how we remember. In doing so, it also
adds to the burgeoning body of scholarly research regarding arts-based practitioners
approaches, which could act as a bridge between research and their own arts praxis. In
addition, the analyses of these discourses through the lens of my own family archives
within my arts praxis expands and adds to the body of knowledge surrounding family
archives and memory within contemporary visual arts. Contemporary artists Kutluğ
Ataman’s Testimony (2007), fff (for found footage) (2010) and Tacita Dean’s Film (2011)
illustrate how discourses surrounding family archives and memory are intersected into
the context of multi-media and installation art. Informed by theoretical discourses, the
installations that emerged from my creative arts praxis engaged the audience into the
sensory experience of my family’s archive of memories dictated by external technologies.
The aim of this research was fulfilled through a creative arts praxis employing a multimethod research approach using my own family archives as source material. The
intention was to illuminate the participatory engagement with family archive materiality
and how this might affect the performance of memory. This open investigative approach
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to studio practices extended the media used in my artistic practices and as a result,
illustrates that this hybrid and dynamic research approach has the potential to generate
new knowledge and cultural and social experiences (Barrett & Bolt, 2010; Stewart, 2006;
Crouch, 2007). The integration of new media, video, audio and installation art occurred
through reflexively engaging with these materials and was informed by theoretical
discourses that underpin my research questions. Using Barrett and Bolt’s (2010) and
Kember and Zylinksa’s (2013) theories, materiality is aligned to the experience and
mediation between humans and machines—a relationship that fundamentally influences
our understanding of the world and our being in the world. This understanding of
materiality can also be applied to my creative arts praxis that relied on a material
dialogue between my family artefacts, my creative practices and the intersection of
theoretical discourses.
Architecture was used as a metaphorical reference reflected through classical mnemonic
perspectives and Yates (1984) and Hornstein’s (2011) theories surrounding mnemonic
mapping exercises using an analogues link (physically and metaphorically). These ideas
emphasise that memory is situated by these mental anchors and physical objects to
recall our past experiences and narratives. This architectural reference is firstly,
embodied through installation art and most prominent in Slide Nights (2015) and the
final exhibition Object Data Memory (2015)—the physical infrastructure of a threedimensional space that the audience navigate their bodies through to view the work.
Secondly, it reflects the role of family archives as physical and static evidence archived
within the domestic space or through the virtual architecture of the Internet—as
referenced in The Life of Holger (2015) and Online Archives of Family Objects (2015).
Lastly, by using this architectural analogy it resonates with the processes of memory—the
brain as a storehouse of recollections that are pieced together through visual clues that
are re-appropriated over time as they are viewed within new contexts and accumulated
knowledge. These ideas are reflected in It’s 10 o’clock in the morning and daddy’s just
gotten up to have breakfast (2015) and the video works in Object Data Memory (2015).
Sontag (2008) and Barthes (2010) acknowledge that the role of photography is directly
associated with processes of memory by the indexical reference to tangible objects of
memory from the past. Within the family home, these tangible artefacts of memory
produce inter-generational memory by provoking story-telling and conversation through
their physically handling, their inscriptions read aloud or by discussing the content or
physical materiality of the photograph (Edwards and Hand, 2004; Kuhn, 2007). These
ideas were explored in I Forget Now (2015) and Behind the Photograph (2015), which
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illuminate the artefacts that invite conversation and narrative by their inherent
materiality. The performance of memory is embedded within external technologies—both
can be said to act in parallel ways. Research suggests the human brain has altered in
considerable ways from the emergence of digital technologies and the Internet
(McLuhan, 1964; Carr, 2015). Hand (2012) and van Dijck (2010) emphasise that the
emergence of new media has altered the landscape of visual culture—recording, sharing,
editing and archiving have all become unconscious acts from individuals living in
connected and networked Western cultures. How will we pass down our archives to
future generations? Will it be through hard drives and passwords or online databases and
accounts? New media technologies provide infinite ways to construct, edit and share
individual narrative and story across public and private networks, which ultimately effects
our mnemonic processes in relation to the family archive.
This creative research approach emerged as a direct result of my physical handling and
collating of my archives in the first stage of this research journey.

The process of

digitising these archives made me aware of the multitude of devices and technologies
that our archives sit within—all requiring their own unique set of viewing conditions and
bodily engagements to experience the visual content. The creative outcomes that
culminate this research aimed to explore how our mnemonic processes are influenced by
family archive materiality. The outcomes of this research resulted in a multi-panel
projection installation, a photo media installation, video works using tablets, audio
components, objects and photography. As Schrader (2015b) states in her review of The
Substance of Memory (2015):
The large entry room of the gallery is divided into two parts and peppered with collected
objects, intricate sculptures, photographs and digital projections with analogue sources.
After discovering an interactive installation, I came upon a darkened projection room and
later a narrow corridor with a row of headphones. The Substance of Memory is broad in
execution, yet the work consistently makes connections with human memory prone to
deteriorate and forget. There are a few poignant photographs that caused me to stop and
consider how, and if at all, family records are able to bring an unknown past into contact
with the present. (para. 2–3)

Through this array of family archival materials, the audience was confronted with tangible
objects, ephemeral screens, QR codes, audio stories and archival photographs. Another
exhibition review of The Substance of Memory (2015) from Perth FringeWorld Festival
2015 describes:
This interactive venture has you exploring a multitude of senses as part of the experience.
This is definitely the right way to get you started to feeling the world around you. This piece
is so immersive it will transport you into a new plane of thought allowing you to really feel
what the artist is trying to convey. With so many different mediums in displaying our
connection with memory you are bound to at least find something that’ll ‘wow’ you. (Day 5:
lets get sensual!, 2015, para 1)
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The boundaries between new and old media are blurred throughout these installations—
explicitly highlighting to the audience how the inherent materiality of family archives
dictates their viewing experience and participatory engagement.
As the audience moved within the gallery spaces of The Substance of Memory (2015)
and Object Data Memory (2015) what became evident was the participatory engagement
by the audience to access and view these archives. The use of installation art coalesces
these ideas by involving the audience within the gallery space, whereby similar to
archives, it can be said, that these works are incomplete until they are viewed by an
audience. The outcomes of my creative arts praxis are ephemeral multi-media
installations, and therefore, there is an on-going performance between present and past.
They are never finalised, they are viewed within new contexts by different audiences as
they are integrated into my art practices and viewed within new contexts by different
audiences in future research.
My family archives are far removed from their original location within the family domestic
space—they have been manipulated, edited, digitised, cross-embedded and recontextualised through my art practices and guided by theoretical frameworks. This artsbased research is limited by the fact that it specifically uses my family’s archives dating
from the 1900s to 2013, of which, I, as the practitioner researcher have an emotional
connection with. That being said, the potential for future research lies in the ability to
expand the archives used in my creative practices. In addition, this research has
expanded my art practices and has highlighted the potential for further exploration with
new media within interactive installations to investigate notions surrounding archives and
the performance of memory.
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Video Appendices
Video Appendix 1. A year in the life of the Hornum’s (2014)
exhibited in Becomings

Emily Hornum, (2014). A year in the life of the Hornum’s (video)
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Appendix 2. The Substance of Memory (2015) Artist Talk

Video Appendix 3. It’s 10 o’clock in the morning and daddy’s just gotten up to have breakfast [installation
video]
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Video Appendix 4. Object Data Memory [installation video]

124

Appendices
Appendix 1. Perth Voice Article for The Substance of Memory

Archiving Family Memories. (2015, January 17). Perth Voice, p. 5.
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Appendix 2. Perth Voice Article for Object Data Memory

Trashing Treasures. (2015, May 10). Perth Voice, p. 5.
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Appendix 3. 720ABC Radio Interview with Eoin Chambers for
The Substance of Memory

CLICK TO PLAY
Chambers, E. (Presenter). (2015, January 26). Breakfast with James Lush [Radio
broadcast]. Perth, Australia: Australian Broadcasting Commission
Online access to broadcast
Preserving our past
22/01/2015 , 10:51 AM by Lorraine Horsley

How do you preserve your family archives? Do you have a box full of fading photographs under
the bed or perhaps you're a scrapbooker and your memories take pride of place?
With rapidly changing technology maybe now your opting to collect everything digitally - but how
often will you sit down and look at, or listen to, what you've recorded? One person who has asked
these sort of questions is Emily Hornum.
Emily is studying for her Masters in Visual Arts with Edith Cowan University and is putting the
finishing touches to her exhibition The Substance of Memory. The exhibition will run from
Thursday 29th of January until 7th February at the Mount Lawley Camous of Edith Cowan
University. She had a chat to Cammo about her project.

Horsley, L. (2015). Preserving the Past. Retrieved from
http://blogs.abc.net.au/wa/2015/01/preserving-our
past.html?site=esperance&program=720_perth_breakfast

127

Appendix 4. Colosoul Interview with Emma Schrader for The
Substance of Memory

ART , ART 0

Artist Spotlight: Emily Hornum
By Art Editor · On February 2, 2015

– by Emma Schrader
I met up with artist Emily Hornum last week to discuss her current exhibition The Substance
of Memory. Emily’s extensive body of work investigates the affect of changing technology on
family archives. I was eager to find out how Emily would use her own family documents, some
of which date back to the 1900’s, to consider how family narratives are created and
remembered.
Tell me a little bit about yourself as an artist.
I’ve never found something that I’ve stuck with. I’ve always integrated a lot of mediums. You
know, when people ask you what you do, I say ‘photography’. I’ve never really fitted that box
as such. I’ve done a lot of sculptural things and the photographs are the end product. Now I’m
really excited about installation, digital and new media.
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I really enjoy these objects here, the folded up clothing in relation to the photographs.
I think it’s another dimension to some kind of reality you are trying to make. Like, in
that room with the sculptural work, the boxes. It’s like you’re trying to build a city.
Yeah, it’s funny because originally that wasn’t my intention. I was just kind of fiddling and
started building. As these things grew my little name for them was Slide City, and I knew that
wasn’t what I was trying to reference! It just ended up being quite an architectural reference,
which is good because it has a strong link to memory and rooms. But in terms of the
cityscape, it brings in that domestic aspect as well, like houses.

Holger. Photomedia

Which brings me to the pairs of photos, where you’ve got a figure in the landscape
and then the (empty) landscape again. Are you interested in a particular place?
Ahh… and also these photos are from my Father’s slides. He’s not here anymore. So the
story behind those as well is lost from me. I don’t know a lot about these stories. Just kind of
removing the substance of what is the image. Changing and manipulating that memory. With
technology we can just make it disappear.
When I was walking along these two kind of grabbed me, because, you can look at this
photograph and immediately I start thinking of a story. Like… ‘This is the day that my
uncle killed that fox!’
(Chuckles) Yeah, you can add your own little narrative to it as well.
Do you feel that you are asking yourself to try and fill in the gaps?
I think also to look at how we narrate. Like in these [wall projections] behind the images,
we’ve got my Grandmother’s handwriting telling me who they are. We’ve got her writing ‘My
lovely Owen’ and kind of telling us more about the story. I know we have a different way now,
but I think this tells us so much more about the story, the character and about the time as
well. I think that archives are becoming this thing where we all have access and are all
becoming archivists. But the essence of the stories are changing in a way.
So, do you print off photos and write on the back of them?
(Laughs) This has actually made me archive a lot of tapes and negatives, and actually take
notice of the them! I’ve become someone that’s documented a lot of our history, but in terms
of the new stuff we’re all very individual.
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What would you pick out as a difference between the way people took photos then,
and now?
It’s become a way to communicate a lot more and to use as an everyday experience. Not to
say that we don’t use them to remember things, but we’ve just become reliant on using them
to just communicate as opposed to really… these kind of tangible, nostalgic things that we
really have a strong connection with. They don’t sit on dusty shelves, and have this weight or
smell. They’re not ruined or torn… I think that this changes how we feel about them. Not to
say that you can’t remember things through digital!

Are We Rolling? Multi-panel video projection

We’re curating our own archives as well, we’re choosing what to put up on facebook, what we
want to tag, what we don’t want to tag of ourselves. Like, this one [points to photo] has my
Dad yelling at us because he’s just put the camera on the ground and you can just see. You
know, it wasn’t easy to stop and starts moments, you get really raw fragments of things. So
there’s that aspect as well, we’re changing what we document. Just how we relate to it and
access it, it’s now on screens. Someone was just saying that they got rid of it all [hard copies]
and just put it up on storage accounts.
Do you think it’s more likely to become lost?
We’ve come to rely on them being secure. At the end of the day, there’s an interesting tension
between whether they are secure as, you know, locking them down and touching them and
storing them.
The Substance of Memory is now on show until the 8th February. Please join Emily
at Spectrum Project Space for a conversation surrounding technology and the family
archive on Friday 6th February at 2pm.
Photo Credits: Emily Hornum

Schrader, E. (2015). Artist Spotlight: Emily Hornum. Retrieved from
http://www.colosoul.com.au/vashti/art/artist-spotlight-emily-hornum/
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Appendix 5. Perth Fringe World Review for The Substance of
Memory

CABERET, CHILDREN'S EVENTS, COMEDY, FREE EVENTS, FRINGE, PERTH, PERTH WORLD
FRINGE, REVIEW, THEATRE, VISUAL ARTS

Day 5: Let’s get sensual!
Posted on January 27 by Perth Fringe Review
Not like that! Yesterday’s Skyworks set against the beautiful Swan River and
Perth City backdrop were truly spectacular. So whilst we were in that kind of
awed mood we thought we should make today about exploring your senses.
We better get started then!

•

Let’s start things off with a sense of nostalgia:
The Substance of Memory, Presenter: Emily Hornum, Origin:
Australia, Genre: Visual Art, Date/s: 10 am Tuesday 27 January 2015
to Saturday 7 February 2015, Duration:360 Minutes, Venue: Spectrum
Project Space

Synopsis: The Substance of Memory is an exhibition integrating videos,
projections, photo-media and sound installations that examines discourses
surrounding family archives, memory and new media. Perth-based
interdisciplinary artist Emily Hornum illuminates the ephemeral nature of
memory and our reliance on external devices to archive our family memories.
This interactive and engaging exhibition will immerse audiences of all ages in
a nostalgic dialogue with family archiving practices. Her installations interplay
between analogue and digital technologies to expose their materiality and the
ways in which they alter our multi-sensory experiences and participatory
engagement with family archives.
The public is invited to come and talk with the artist throughout her two-week
residency at Spectrum Project Space, which will be used as an open studio to
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refine the installations for this exhibition. The culminating exhibition will be
open for two-weeks, with an opening night held on Thursday 29 January. A
feature of the exhibition will be an Artist Talk to stimulate discussion
surrounding new media and its effect on the family archive and memory,
whilst the artist reflexively engages with her two-year practice-led research
work-in-progress.
Details of Residency, Opening Night, Exhibition and Artist Talk can be found
on Spectrum Project Space Facebook Page and www.emilyhornum.com
Review: This interactive venture has you exploring a multitude of senses as
part of the experience. This is definitely the right way to get you started to
feeling the world around you. This piece is so immersive it will transport you
into a new plane of thought allowing you to really feel what the artist is trying
to convey. With so many different mediums in displaying our connection with
memory you are bound to at least find something that’ll ‘wow’ you
Perth Fringe Review. (2015). Available from
https://perthfringereview.wordpress.com/2015/01/27/day-5-lets-get-sensual/
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Appendix 6. Practice, Process and Product: a self-reflexive
inquiry of practice-led research in progress.

Hornum, E. (2015). Practice, Process, Product: a reflexive inquiry into creative arts praxis
work in progress. The MeCCASA Postgraduate Journal Networking Knowledge,
United Kingdom.
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Practice, Process, and Product: a selfreflexive inquiry of practice-led research in
progress
EMILY HORNUM, Edith Cowan University
ABSTRACT
This paper investigates through a series of immersive and interactive installations how
traditional notions of family archives have altered due to new media. Notions regarding
the affect this might have on the performance of memory are central to this investigation.
My creative praxis is situated within a practice-led research methodological paradigm. As
this paper will discuss, practice-led research centralises interdisciplinary practices,
fosters a holistic and experimental art-making process and is informed by theoretical
frameworks and subjectivity. Photographs, videos and personal belongings are sourced
from own family’s archives. Consequently, my research approach positions me as artist,
subject and researcher working within a framework that encourages subjectivity and
reflexivity. This paper will explore the importance for transitional dialogues in practice-led
research between theory and artistic practices, processes and products.
KEYWORDS
Practice-led research, installation art, family archives, memory, new media
Introduction
My Master of Arts by Research investigates the influence of new media on family archive
materiality and the affect this might have on the performance of memory. With an
undergraduate degree in Photography, I began my postgraduate study with the objective
to create a large photographic installation reproducing my family archives using analogue
techniques and experimental darkroom processes. This paper explores how my creative
arts praxis manifested into a series of immersive and interactive installations
incorporating photography, video, new media, objects, audiotapes and sound. In the first
section to this paper I will briefly unpack the practice-led research paradigm to
substantiate my position as researcher, creative arts practitioner and subject in this
creative arts praxis. Discussed in this paper are six installation works from my current
Master of Arts by Research to demonstrate how practice-led research can implement
transitional dialogues between theory and artistic practices, processes and products. At
the time of writing this paper four key elements identified that have significantly altered
my conceptual framework and artistic practices are—Collating Data, Uncovering VHS
Home Movies, Return to Analogue, and New Media Adventures. Firstly, when collating
and digitising my family archives I was presented with myriad of technologies to transfer,
view and edit these analogue media. This materialistic dialogue with my family archives
reinforced the mediation of my bodily engagement and visual experience with archives
across varying platforms. As a direct result, my creative arts praxis was pushed to extend
beyond traditional analogue photographic process. Secondly, uncovering my family’s VHS
home movie tapes centralised video as an essential component in my research as
illustrated in A Year in the Life of the Hornums (2014) and It’s 10’oclock in the morning
everybody and daddy’s just gotten up to have breakfast (2015). Thirdly, studio practice
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and exhibiting in Becomings (2014) and The Substance of Memory (2015) directed the
inclusion of 35mm slides as a primary medium to my work. Lastly, this paper explores the
influence of new media in my work using Online Archives of Family Objects (2015) and
Audio Postcards (2015). Identifying these four critical stages illuminates that practice-led
research fosters an experimental art making process, whilst, allowing for the
incorporation of the self and the arts practitioner within the research process.
Framing Praxis: the practice-led research paradigm
My father died when I was 10 years old. After this rupture in my family life, family archives
acquired an emotional and valuable significance. The photographs in our family albums
intrigued me as objects and how they act as mnemonic devices. Susan Sontag describes
photographs as ‘an invitation to sentimentality…(that)…turn the past into an object of
tender regard” (2008, 71). It can be said, that photographs offer a moment frozen in
time—a tangible memory from the past that can be revisited as frequently as desired.
Looking at my own life, photographs have undoubtedly reinforced my own memory of my
father, my family narrative and my identity. Families generally provide our first
interactions with the world as expounded by Jens Brockmeier.
As we get older we grow into the social communities that manifest our world, we are
reappropriating these frames and memory practices spontaneously, without conscious
effort or formal instruction, as we learn to communicate and to organise our individual
memories in the process of everyday routines’ (Brockmeier 2002, 23).

Memory is fundamental to our understanding of the world, our personal identity, family
narrative and daily existence—it is essential to our ontology and epistemology (Gibbons
2007, Hutton 1987, Garde-Hansen 2011, Brockmeier 2002). Coupled with the death of
my father, the role of memory has become evident in recent years with the witnessing of
my Grandmother suffer from Alzheimer’s disease—her memory has faded, deteriorated,
fragmented and distorted. These subjective experiences have directed my interests as an
arts practitioner. They are not intended to be explicit in my work, rather, to provide a
richer context and deeper understanding to the reasons why I make art and the
importance of the subjective experiences of the researcher within arts-based research.
Practice-led research, as described by Robyn Stewart is a ‘mix of artistic, cultural,
scholarly and industrial concerns where the studio becomes an experimental arena for
creative interactions, a space for critical analysis and renewal that enables a deeper
understanding of artist’s work processes’ (2006, 1). Transparency in studio practice
equips artists with the tools to work through their artists’ practice whilst guided by
theoretical discourses and embracing their existing subjective experiences and
knowledge of the world.
Christopher Crouch contends that this holistic approach to research generates a space to
reveal the ‘dynamic relationship between the context, construction and articulation of the
act’ (2007, 108). In this approach, creative arts practitioners and researchers are
provided with a framework to critically analyse their work from ‘inside and outside their
practice’ (Stewart 2006, 2). This approach is vital in my creative arts praxis using my own
family’s archives of photographs, slides, VHS tapes, audiotapes and personal items
collected from 1900s to 2013. I am intrinsically involved as arts practitioner, researcher
and subject in my creative arts praxis. However, Elliot Eisner proposes that when involved
as the researcher and within the research it is impossible to achieve complete objectivity.
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Since what we know about the world is always a result of inquiry, it is mediated by mind.
Since it is mediated by mind, the world cannot be known in its ontologically objective state.
An objective world is postulated both as a general and as a particular entity. Since what we
know about the world is a product of the transaction of our subjective life and a postulated
objective world, these worlds cannot be separated (Eisner as cited in Sullivan 2005, 43).

To resolve this dilemma, Kim Etherington suggests that reflexivity ‘opens up a space
between subjectivity and objectivity to allow for an exploration and representation of the
more blurred genres of our experiences…[whilst]…adding validity and rigor in research by
providing information about the contexts in which data are located’ (2004, 37). The
inclusion of myself in the work is, therefore, supported as an intentional and
supplementary element, whilst establishing boundaries to avoid ‘solipsism, selfindulgence, navel gazing or narcissism’ (Etherington 2004, 31). As further described by
Crouch, ‘reflexivity as a research method that takes into account the various ways in
which the researcher influences research findings and thus what comes to be accepted
as knowledge’ (2007, 109). My creative arts praxis employs a practice-led research
methodology incorporating reflexivity as a research method. This hybrid and dynamic
research approach enables the complex layers of creative practice, subjective
experiences and theoretical discourses to intersect and enrich the outcomes of arts
based research.

F igure 1. Your glas is empty Doreen! 2013, Emily Hornum. Image Copyright: Emily
Hornum

1 Collating Data
The digitising of my family’s analogue archives required varying devices and software in
order to edit some of the obsolete and out-dated media. Marshall McLuhan proposes,
‘the content of any medium is always another medium’ (as cited in Dewdney & Ride
2006, 21). McLuhan’s ideas are evident through the process of archiving and duplicating
my family archives—family photographic negatives became digitised, VHS tapes
transferred to DVD’s, 35mm slides scanned onto CD’s and photographs scanned via a
flatbed scanner. Norman Klein proclaims ‘slides and magazines are not dying, simply
embedding into other media—they changed “platforms”’ (2010, 87). The photograph
shown in Figure 1 is from my family archives—it is a tangible artefact that has been
imprinted with handwritten inscriptions. However, when this photograph is transferred
onto the computer, it loses its context from the handwritten inscription and requires its
own unique set of viewing conditions, devices, editing and printing technologies.
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Estelle Barrett emphasises that practice-led research nurtures this materialistic dialogue
(2009, 143). The emotional, subjective and personal concerns that motivate creative arts
research, ‘operates not only on the basis of explicit and exact knowledge, but also that of
tacit knowledge’ (Barrett 2009, 143). The term experiential knowledge occurs as ‘a
continuum with normal processes of living, and is derived from an impulse to handle
objects and to think and feel through their handling’ (Barrett 2013, 64). As I ‘handled’ my
family archives, I became aware of the bodily engagements and varying visual
experiences we encounter across a range of media. The process of collating my archives
explicitly highlighted the performative engagements across varying screens, devices and
software to view, transfer and edit of our family archives recorded from myriad
technologies.
2. Uncovering VHS Home Movies
Through the process of collating data, I discovered my family home movie VHS tapes—this
unearthed media I had not considered using in my arts practice. The audio and moving
footage of my childhood encoded onto the celluloid film evoked a nostalgic reference to
the past. Once these analogue tapes were digitised, their materiality became evident—
they had become vulnerable to environmental factors over time, whereby footage has
gone missing or heavily scratched and distorted. Home movies function within families as
an ethnographic record ‘serving a ritualistic role in the way families construct themselves
and their sense of a shared past’ (Anderson 2011, 88). Yet, it is only recently that home
movies have become recognised as important historical artefacts to reveal
‘microhistories and alternative, nonmainstream, private and communal practices of
memorialisation’ (Rascaroli et al 2014, 1). Home videos were not intended to be viewed
in public, but rather, as private records of family history shared between family members
and close friends within domestic spaces. Patricia Zimmerman argues that home movies
are subjective ‘auto-ethnographies’ that are ‘generated from the point of view of
participants’ (2008, 20).

F igure 3. Studio experiments. 2014.
Image copyright: Emily Hornum.

F igure 2. Experimental video work, 2014.
Image copyright: Emily Hornum.
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This is reaffirmed in my family home movies tapes, predominantly recorded by my father.
Although he is absent from the view of the camera, he is very much present in the
director’s role he plays from behind the lens. These tapes are a culmination of raw
moments of our lives, scripted performances and family events such as Christmas or
birthdays. They are fragmentary slices across a variety of spatial dimensions—footage is
separated by days, months or years (Odin 2014). These fragments provide clues to a
narrative that the viewer must piece together, which is not continuous like that presented
in a traditional family photographic archive or album (Odin, 2014). This characteristic of
home movies is exemplified in my creative arts praxis, whereby the chronology is further
disrupted and fragments are spliced and edited almost at random from my home movie
archive.

Video 15. A Year in the Life of the Hornums, 2014, Emily Hornum, 2014.

CLICK TO PLAY
Once these VHS tapes were digitised, I was equipped with the technological capacity to
splice fragments from these videos, manipulate the speed of the footage and reconfigure
these videos into my own creative arts praxis. Initial studio experiments began with two
intentions. Firstly, the aim was to overlay footage with other footage to represent the
workings of memory to decipher between memories. The second aim was to overlay
footage with recordings of the blank scratched celluloid film to highlight the materiality of
the VHS analogue medium. After producing short videos from my family VHS tapes
(screen shot seen in Figure 2), the next stage was to experiment with installation and
audience engagement. When I experimented with multiple projections simultaneously, it
became a confusion of imagery (Figure 3). Any narrative I was intending to convey
became lost within this confusion. The decision to break away from the traditional
constraints of the rectangular frame and use a circular format significantly redefined this
installation. Rectangular screens dominate our everyday lives, whereas a circular frame
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has a clear reference to early photographic and optical inventions such as the camera
obscura. Video 1 is a short clip extracted from A Year in the life of the Hornum (2014)—a
15-minute single-panel projection with circular fragments of recorded memories
appearing on the screen in random sizes, duration and location (short excerpt seen in
Video 1).

Each ‘flash’ of memory contains a splice of audio that has become unsynchronised due
to the manipulation of the speed of the footage but not the audio. Overlaid across the
whole video is an electronic instrumental song created by my brother, which I edited to
gradually gain tempo as the video progresses. I exhibited A Year in the Life of The
Hornums (2014) as part of Becomings (2014), a post-graduate exhibition and
symposium at Spectrum Project Space in Perth (Figure 4). These dissemination strategies
were significant opportunities to reflexively engage with audience interaction and to
critically analyse my work in a gallery setting.

F igure 4. A Year in the Life of the Hornums, 2014, Emily
Hornum. (installation view). Image copyright: Emily Hornum.

The limitations of a group exhibition, however, restricted the scale of work, number of
projectors, lighting and use of audible audio. The audience were required to use a set of
headphones that evoked to some degree an intimacy to the work but also restricted the
work to two audience members at a time. After Becomings (2014) exhibition I was intent
on developing this installation to heighten the immersive qualities of installation art. This
manifested in a multi-panel projection installation It’s 10’oclock in the morning everybody
and daddy’s just gotten up to have breakfast (2015) exhibited in The Substance of
Memory (2015) at Spectrum Project Space, Perth. To create a dark projection room, this
installation (Figure 5) was installed in a sectioned off a portion of the gallery with
blackout fabric. Three projectors were used to simultaneously project three circular
videos onto three different walls, resulting in scattered circular fragments of memories
projected around the room. The audio was played through the internal speakers and the
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audience had no alternative but to become immersed in the darkened space, footage
and sound. A short clip of this installation can be found here:
https://www.youtube.com/watch?v=xWrrhyys8Ms.

The material dialogue fostered through practice-led research has enabled the
incorporation of a variety of media, such as VHS tapes and video. The opening up of
studio practice has allowed myself to critically analyse my work-in-progress and develop a
dialogue between the practice, process and product. This multi-panel projection
installation has developed from the ability to situate myself inside and outside of my
praxis (Etherington, 2004). Tangible evidence of studio processes and practices are
intersected by theoretical discourses to underpin my research questions.

F igure 5. It’s 10’oclock in the morning everybody and daddy’s just gotten up to have breakfast,
2015, Emily Hornum. Multi-panel projection installation (installation view). Image copyright: Emily
Hornum.

3. Return to Analogue
Central to this creative arts praxis is the investigation of how traditional notions of the
archive have shifted due to new media. Therefore, incorporating traditional analogue
processes was an important element to this creative praxis from the start. Analogue
photography promoted the consumption and collection of tangible objects that allowed
families to ‘construct portrait chronicles’ (Sontag 2008, 8). The materiality of analogue
photographic images in their three-dimensional, tactile state as objects, existing in time
and space and thus as cultural and social experience, become ‘enmeshed with
subjective, embodied and sensuous interactions’ (Edwards & Hart 2004, 1). In
Becomings (2014) I exhibited A Year in the Life of the Hornums (2014) alongside an
interactive photo-media installation Memory Viewing (2014). This was a selection of
35mm slides that I had recreated from digitally editing and double exposing family
negatives. These slides were presented with a slide viewer that the audience could use to
view the slides (installation view seen in Figure 6). The placement of Memory Viewing
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(2014) next to A Year in the Life of the Hornums (2014) highlighted the physical and
tactile nature of analogue mediums in contrast to the large tangible projection.

F igure 6. Memory Viewing (installation view), 2014. Emily Hornum. Image
copyright: Emily Hornum

Tacita Dean’s installation Film (2011) was a major influence on the development of
Memory Work (2014). Dean shot the footage on 35mm film using an ‘anamorphic lens
that doubles the width of the frame and then turned the image on its side, into a looming
vertical’ (Krauss 2012. 416). Film (2011) was painstakingly edited by Dean to pay
homage to a ‘form that is about to die, killed off by digital film making’ (Higgins 2011, 1).
The atmospheric nature of Dean’s installation promotes nostalgia for a medium that is
becoming obsolete, with her intentions not just to glorify the medium but also to advocate
against its extinction. According to Dean, the evolution of film-making is likely to see the
‘annihilation of one in order to achieve the complete and total accession of the other’
(2012, 200). This notion can be applied to the photographic industry, in which the
obliteration of analogue cameras, slides and film has almost succeeded due to the
advances in digital cameras, hand-held devices and real time technologies. Despite the
fact that the effects in Film (2011) are possible in digital post-production, they are
‘resolutely, materially specific to film, manifesting both the conventions and constraints
of celluloid and its shifting, ever-elastic capabilities’ (Krauss 2012, 418). In addition, the
vertical nature of Film (2011) embodies and immerses the viewer in a space that ‘allows
the viewer to not just watch a film but experience a film’ (Knowles 2012, 5). Therefore,
the inherent materiality of imagery devices alters our experience with family archives. To
view slides in their complete viewing experience, it requires a darkened room, a projector
and a screen. These material characteristics acquire the status of tangible and physical
objects for remembrance. However, slides are also perceived as less tangible due to their
mediation by technology in order to access these memories. Similar to Dean, I wanted to
produce an immersive environment that allowed the audience to become embodied
through the tactile nature of slides to transform the watching of slides into the
experience of slides.
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Slide Nights (2015) developed as a direct result of the opening up of studio inquiry and
the critical investigation of artistic practices, processes and product. These sculptural
formations are produced from over 3000 35mm slides recreated from my family’s
archive and exhibited as part of The Substance of Memory (2015) (Figure 6). Robyn
Stewart affirms ‘the process of practice-led research are underpinned by constant
emphasis on the ongoing and critical dialogues between studio and theory, process and
product that are crucial for the practitioner researcher’ (2006, 5). The Substance of
Memory (2015) was not intended to demonstrate resolved works, but rather to use this
opportunity to refine and develop my creative praxis through reflexivity. Similar to Dean’s
work, Slide Nights (2015) pays homage to a medium that is obsolete in mainstream
family photography. Incorporated into the work are large sheets of acrylic mirrors to
interplay with illusion, repetition and multiplicity. The audience becomes explicitly aware
of their own bodily engagement within the work and the physicality of these structures is
a constant reminder of the tangible and permanent status of analogue archives.

F igure 7. Slide Nights (installation view), 2015, Emily Hornum. 35mm slides (installation
view). Image copyright: Emily Hornum

I experimented with the site-specific nature of these installations throughout my twoweek residency at Spectrum Project Space prior to The Substance of Memory (2015)
opening. The installation of this work throughout this residency was documented via timelapse (http://www.emilyhornum.com/#!grid/c1wqk), which has been an extremely useful
tool to reflect on the decisions made when immersed in studio practice. The final
installation of Slide Nights (2015) integrated three projections—two digital works from
VHS home movies and a live feed of the room. Two projections were pointed at the slide
installation to interplay with light reflecting on and through the slides. In addition, a
camera projected a live feed of the installation in the installation, a decision that
142

occurred through responding to theoretical concerns and the site-specific nature of this
installation. Firstly, this inclusion of the live feed heightened interactivity for the audience
and successfully interwove the tangible and intangible nature of analogue and new
media. The bodily engagement and participation from the audience is projected on the
wall and in some locations, the audience appear multiple times. Secondly, the inclusion
of the live feed projection was adapting to the large space of the gallery to produce an
effective and immersive installation.

However, the most challenging component to this installation was the lighting. Due to the
size of Spectrum Project Space and the existing lighting set-up, it was difficult to control
the desired light throughout the exhibition space. The close up view of Slide Nights
(2015), as seen in Figure 7, shows the ambient light over the work illuminated the slides
from the outside, however the illumination from within each slide sculpture did not
produce the desired result. Furthermore, working with reflective surfaces such as acrylic
mirror and projections posed challenges in directing the light without being a distracting
element to the viewer. As a result, Object Data Memory at Free Range Gallery in Perth will
further explore these aspects in the final exhibition for this Master by Research in May
2015. Free Range Gallery is considerably smaller in size and will become a more intimate
and immersive environment that challenges my creative arts praxis to develop further in
relation to my theoretical perspectives and research questions explored in my exegesis.
In addition, the aspects from the first installation, such as lighting, will be the main focus
of studio practice in order to refine these components.

4. New Media Adventures
On the social media site Flickr, ‘new photos are being uploaded at an estimated 15
images per second (equivalent to over 50,000 photographs added per hour by its
millions of global users)’ (Brøgger & Newman 2010, 13). Western society has been
transformed into an explicitly visual world with the surge in digital cameras and the
emergence of social media sites such as Flickr, Facebook, YouTube, Pintrest etc. The
increased interaction between humans and computers has generated the capacity for us
to control our own images at an ever-increasing speed and mobility. Research suggests
that images displayed, captured or created through digital media are viewed generally as
more disposable, temporal and malleable (Van Dijck 2008, Hand 2012). Jose Van Dijck
argues the materiality of digital photography can be seen to ‘favor the functions of
communication and identity formation at the expense of photography’s use as a tool for
remembering’” (2008, 3). The integration of these activities into everyday life has shifted
the social use of photography from ‘family to individual use, from memory tools to
communication devices and from sharing (memory) objects to sharing experiences’ (Van
Dijck 2008, 4). This leads me to question the role of the family archive as technology
develops at an ever-increasing rate and how future generations will remember their
family history.
Online Archives of Family Objects (2015) stemmed from the material dialogue with the
artefacts found within my family archives (Figure 8) and exhibited as part of The
Substance of Memory (2015) in a museum style format. Six sentimental personal items
were carefully folded and arranged alongside an item description, accession number and
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QR code directing the audience to a detailed online gallery of these artefacts. The mobile
phone is an example how new media has become a sensory prosthetic, not just of vision,
but of experience between the person and the machine (Shanks 2012, 2). The hybrid
functions of a mobile phone, such as entertainment, organisation, navigation,
communication and creation, assert themselves as metamorphic devices part of a
networked society (Shanks, 2012). According to Alysih Wood, due to the fact we are not
hardwired to read binary code, we rely on machines and technology to transcribe and
mediate our experiences with digital images and information (2007). A smartphone with
a QR barcode scanner app is required to view the complete work of Online Archives of
Family Objects (2015). This technological interaction with the audience directly resonates
with the theoretical perspectives underpinning my research proposing that new media
mediates our participatory engagement with family archives.

F igure 8. Online Archives of Family Objects, 2015, Emily Hornum. Family objects, photography,
and new media (installation view). Image copyright: Emily Hornum

Martin Hand argues that digital images do not ‘necessarily reside in a family album, in a
definitive hierarchy or order, and in the case of digitised analogue photos may not
contain the discernible traces of their prior material context’ (2012, 69). A photograph
taken from a mobile phone does not carry the same connotations as a black and white
vintage print that is aged, creased and inscribed on the back. Similarly, when viewing
these digital photographs of these sentimental items displayed on various devices and
screens they do not carry the same weight as the physical object in front of the viewer.
The materiality and ontological status of analogue photography suggests that due to the
chemical and physical processes that occur on material and tangible surfaces, they have
a direct relationship to the object represented and in a sense are ‘transcriptions of
material properties’ (Hand 2012, 62). The binary code of digital technologies is intangible
and exists within a virtual space ‘detached from the material object, and can be stored,
accessed, altered, distributed and received in digital form through a range of devices and
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systems’ (Hand 2012, 62). Consequently, the material nature of a photograph alters and
transposes into an intangible electronic code that influences the reading, the experience,
the interaction and the relationship with visual imagery. As part of my final exhibition
Object Data Memory, I have integrated two installations from The Substance of Memory
(2015)—Online Archives of Family Objects (2015) and I Forget Now (2015) to create a
new work The Audio Postcard (2015). I Forget Now (2015), is an audio installation that
connected photographs from my family archive with fragments of an audio interview
between my mother and grandmother. This audio interview was recorded to capture
some of my grandmother’s memory before it disappeared a result of suffering from
Alzheimer’s. The Audio Postcard (2015), redirects audiences to a short audio fragment
that accompanies the image on the postcard (Figure 9). This interactive and participatory
engagement reinforces the performance and engagement with technologies to record,
store, narrate and share our family archives.

F igure 9. The Audio Postcard, 2015, Emily Hornum. Image copyright: Emily Hornum

Conclusion
My Master by Research investigates the influence of new media on family archive
materiality and the effect this might have on the performance of memory. I have used
examples from my own creative arts praxis to illustrate the necessary and crucial
dialogues between artistic practices, processes and product to generate a dynamic and
holistic approach to arts-based research. This paper has identified four elements that
significantly altered this project in terms of its conceptual framework and/or artistic
practices. Firstly, the collating of data explicitly highlighted my material engagement with
family archive materiality. Secondly, uncovering VHS home movie tapes introduced video
as a valuable element. Thirdly, incorporating 35mm slides into my installations
emphasised analogue materiality of tangibility and physicality. And finally, the
assimilation of new media resulted in response from theoretical guidance to support my
research questions.
I am involved in this creative arts praxis as subject, researcher and arts practitioner.
Therefore, this paper positions that the subjective experience of researcher should not be
denied within the research process. On the contrary, a framework within which to
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reflexively engage with this subjective position should be fostered and nurtured to
produce interdisciplinary and innovative outcomes. Through the investigation of my own
creative arts praxis, I have positioned studio practice as an integral component in order
to enable the merging of interdisciplinary practices to deliver greater support and inform
the research questions underlining this creative arts praxis. The relationships between
practice, process and product are never static or fixed—it is a cycle that transitions,
repeats, and is never complete. At the same time, each ‘stage’ is weighted as vital and
just as significant as the other in the context of the creative arts praxis.
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Introduction: the dilemma of documenting multi-media ephemeral art
The term ‘installation art’ can be defined as a hybrid art embodying characteristics of
site-specificity and ephemerality (Geczy and Genocchio, 2001; McTighe, 2012). This
definition however, does not encompass the full complexity of installation art.
Nicholas Zurbrugg (as cited in Geczy and Genocchio, 2001) argues that ‘the
common factor of all installations is their use of three-dimensional space [where] . . .
installation art comes into existence as the artist’s attempt to redefine a particular
exhibition space’ (p. 25). In Kate Mondloch’s (2010) view, the term ‘installation’ can
be evaluated on criteria such as ‘considerations of space, materials, embodiment,
duration, site and participation’ (p. 3). Ephemerality, site-specificity and the
participatory nature of installation art are the characteristics that introduce dilemmas
in terms of documentation (Mondloch, 2010; McTighe, 2012). On one hand, the
archive seeks to be a permanent record to preserve and validate the installation’s
existence. On the other, installation art is inherently ephemeral and measured by its
physicality in a three-dimensional space.
Monica McTighe (2012) states, when a viewer walks into an installation they are
confronted with a ‘direct, bodily or phenomenological experience of the site’ (p.19).
Documentation can only be supplementary to an installation because it redefines the
viewer’s visual senses, bodily engagement and tactile experience (McTighe, 2012).
The viewer is no longer immersed within the physical space but is mediated through
two-dimensional representations subject to technology including media, screen
resolution or size and Internet speed. It can be said, therefore, that the decisions
made whilst archiving, ultimately determine the visual record that remains. McTighe
(2012) argues installation art is ‘often solidified or distorted by the documentation that
is published alongside the work’ (p. 2). One approach to resolve the conservation of
technology-based installation art, suggested by William Real (2001) is to think about
it

‘more like a performance than an object’ (p. 210). Real (2001) argues this

approach defines a more ‘fluid interpretation of exactly what is to be preserved in an
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installation in terms of its expressive medium and its material components’ (p. 211).
After an installation is de-installed it is rarely reassembled in the same manner—the
exhibition space, lighting or technology will be different and therefore to reproduce it
in its original format is unlikely. No overarching protocols can govern the
documentation of installation art—selecting the most appropriate processes, media
and methods are based on a case-by-case assessment (Real, 2001). Some
questions that may determine archiving decisions are:
•
•
•
•
•
•
•

Have these works been sold?
Will they be re-assembled in future exhibitions?
Are they work-in-progress?
Do their material components allow them to be reassembled in future works?
Is the documentation all that remains?
What contribution does the artist need on the re-installation of the artwork?
What technologies are used and how important are these ‘original’ technologies in the
likely event they become obsolete? (Real, 2001)

The challenge for installation artists is to extend into the realm of an archivist whilst
conveying and representing the artistic intentions of the installation. By doing so,
ephemeral media-art is presented with the best opportunity to be re-installed in the
future (with or without the artists contribution) and for the artist to reflexively engage
and develop their arts practice.

Figure 1. Emily Hornum, 2015, The Substance of Memory, installation, photography, video,
photo media (installation view). Photographer: Emily Hornum

Documenting Installation Art: ‘container’, ‘content’ and ‘context’
My Masters by Research comprises two solo exhibitions The Substance of Memory
and Object Data Memory exhibited respectively at Spectrum Project Space (January
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2015) and Free Range Gallery (May 2015). These exhibitions combine photography,
video art, new media, projections, audio, sound and family artefacts. This paper uses
examples from these exhibitions to demonstrate firstly, documenting ephemeral
media art requires a multi-layered approach and secondly, documentation is
imperative to reflexively engage with studio practices.
For two weeks prior to The Substance of Memory (Figure 1), Spectrum Project
Space was used as an open studio artist residency. This residency demonstrates
that an open studio inquiry is essential to my creative arts praxis, whereby
documentation is an essential ingredient to the composition of the ‘final’ outcome—
that is, if there is ever is a ‘final’ outcome. Mondloch (2010) argues installation art
can be defined as ‘participatory sculptural environments in which the viewer’s spatial
and temporal experience with the exhibition space and various objects within it forms
part of the work itself’’ (p.xiii). It can be said that, reflexive analysis of installation art
is impossible until the works are constructed in their exhibition spaces and viewers
are interacting and participating with them (Mondloch, 2010; McTighe, 2012). This
concept applies to the installations in The Substance of Memory (2015), which do not
reveal themselves all at once—the viewer’s experience within the space forms part of
the work itself (Mondloch, 2010). The installations invite bodily engagement implicitly
by the audience moving through the installation, and more explicitly such as
physically participating with the installation.

Figure 2. Emily Hornum, 2015, Online Archives of Family Objects, 2015. Objects, new media
(installation view). Photographer: Emily Hornum

This is illustrated in Online Archive of Family Objects (2015), an installation using
family artefacts, photography and new media (Figure 2). Arranged on a large white
plinth in the middle of the gallery are personal items from members of my family.
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Their tangible status is evident—they have been carefully folded or placed evoking
their status as valuable artefacts and objects for remembrance. Adjacent to each
item is an item description, accession number and QR code. When the audience
scan this QR code on a smartphone or tablet using the appropriate app, it directs the
audience to an online gallery (Figure 3). To view this work the audience are restricted
and mediated by external devices and technological factors including software,
Internet speed and screen resolution. Audience engagement and interaction
becomes an intrinsic part of this work and poses challenges for documentation. The
audience no longer scans a QR code to gain ‘access’ to this gallery but has arrived
there themselves or through a hyperlink6. The documentation that remains of Online
Archives of Family Objects (2015) on my website is devoid of context—it cannot be
viewed under the same conditions as physically being in the installation.

Figure 3. Screenshot of Online Archives of Family Objects (2015)

Traditional approaches to documentation cannot be applied to multi-media
ephemeral art (Real, 2001; MacDonald, 2009; Jones & Muller, 2008). As Caitlin
Jones and Lizzie Muller (2008) emphasise, archives that constitute multi-media
ephemeral art are a ‘collection of documentation that provides multiple perspectives
of the work’ (p. 419). Rather than ascertaining a fixed identity for the work, Jones and
Muller (2008) suggest the principle of archiving installation art lies in the ability to
‘capture its mutability and contingency through the dialogue between its
experimental, conceptual and technical aspects’ (p. 419). These multi-layered
archives are essential for the artist’s own archives, researchers and future exhibitions
or restaging of the work from curators and/or the artist (Jones & Muller, 2008; Real,
2001). Corina MacDonald (2009) asserts the documentation of

6

http://www.emilyhornum.com/#!doreen-fields-outfit/c8ix.
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variable media art must comprehensively consider the facets of container
(infrastructure), content (experience) and context (tacit knowledge). It must be
responsive to the evolution of a work and its networks of production. The
documentation must reflect the form of the work itself (p. 62).
This distinction between ‘container, ‘content’ and ‘context’ illustrates key components
the documentation of installation art should address without stipulating any specific
media or processes (MacDonald, 2009). MacDonald’s (2009) concept is useful to
critical analyse my own documentation process and to identify areas of strengths and
weaknesses for future documentation. The term ‘container’ is the most simplest to
define and refers to the infrastructure of the work, including physical components and
‘the interaction between space and sound or the movement of listeners through the
space’ (MacDonald, 2009, p. 61). In MacDonald‘s view, ‘content’ is ‘embodied in the
experience…[whereas]…context exists in the cultural and social constructions
brought to the work by all participants as well as the roles and practices involved in
instantiating the work’ (p.61). ‘Context’ is, therefore, the most challenging to
document—referring to ‘the range of conceptual and sensory information that cannot
be expressed in words but which provides the backdrop to our understanding of a
thing (MacDonald, 2009, p. 61).
MacDonald’s (2009) distintinction between these key components provides a
platform for this paper to navigate archiving practices in multi-media ephermal art. In
Figure 4, I briefly analyse I Forget Now (2009) according to MacDonald’s (2009)
concept of ‘container’, ‘content’ and ‘context’.
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Figure 4. I Forget Now (2015) according to MacDonalds (2009) ‘container’, ‘context’ and
‘content’

This summary exemplifies that ‘container’ and ‘content’ relate to the physical
infrastructure that comprises the installation, which are essential records for the artist
and for future reinstallation of the work. However, it is ‘context’ that enriches the
multi-layered dimension to the archives that Jones and Miller (2009) emphasise are
essential to multi-media ephemeral art. Video 1 is a short excerpt from my Artist Talk
from The Substance of Memory (2015) to illustrate how ‘context’ is represented
through one component of the documentation of I Forget Now (2015).
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Video 16. I Forget Now, The Substance of Memory Artist Talk, 2015, Emily Hornum

Producing a harmonious link between infrasctructure, experience and tatic
knowledge in an installation’s archive assists to re-install the work in the future. For
example, if media used in the original installation is now obsolete, the artist or curator
needs to consider the ‘conceptual role that is critical to the viewer’s experience and
understanding of the piece’ (Real, 2010, p. 209). This is where context is particulary
important—it sets parameters around the artists intentions in order to reconstruct this
work in future exhibitions.

As further demonstrated in the documentation of my

creative arts practice on my Website, Vimeo account and YouTube account7. These
online environments embed a range of visual media, including photography, video,
hyperlinks and text within a participatory environment, which document the ‘final’
exhibition, studio practice, associated media coverage and artist talks8.
Documenting Reflexivity in Creative Arts Praxis
Creative arts praxis establishes dialogues between artistic, cultural and scholarly
concerns, whereby the artist’s studio practice becomes an integral and vital
component of research and artistic outcomes (Stewart, 2006; Etherington, 2004;
Crouch, 2007). Robyn Stewart (2006) perceives the studio as an ‘experimental area
for creative interactions, a space for critical analysis and renewal that enables
understanding of artist’s work processes’ (p.1). Kim Etherington (2004) suggests
7
8

www.emilyhornum.com
https://vimeo.com/126018184
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reflexivity ‘opens up a space between subjectivity and objectivity …(whilst)…adding
validity and rigor in research by providing information about the contexts in which
data are located’ (p. 37). As further supported by Christopher Crouch (2007),
reflexivity reveals the ‘dynamic relationship between the context, construction and
the articulation of the act’ (p. 108). By introducing a hybrid approach to
documentation it constitutes to the ‘knowledge of how the work manifests over time’
(Jones & Muller, 2008, p. 418).

Reflexivity relies on documentation to negotiate

between the decisions made when immersed in studio practice, the final outcome of
studio practice and the theoretical concerns of the research.
Documentation is vital to a reflexive methodology within creative arts praxis. For
example, Slide Nights (2015) is a photomedia installation created from over 3000
35mm slides that developed through extensive studio experimentation and over the
course of The Substance of Memory at Spectrum Project Space and Object Data
Memory at Free Range Gallery in 2015.

Figure 5. Emily Hornum, 2015, Slide Nights (2015). Photo media, projectors, acrylic mirrors.
Photographer: Emily Hornum
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Slide Nights (2015) in The Substance of Memory (2015) primarily was used to
experiment and document my studio practices and processes in a gallery setting.
The photographs in Figure 6 are taken from a time lapse made throughout my
residency at Spectrum Project Space. As Real (2010) states, ‘an artist often creates
an installation at the outset of an exhibition, starting with an incomplete plan that
evolves and shifts as the artist works within the site’ (p. 208). This is true for Slide
Nights (2015), where elements were introduced in response to working within the
gallery space. For example, when installing I was confronted with a space that
required audience access to a corridor on one side, and access to a projection room
on the other side. The installation layout was particularly important to encourage the
audience to move through the space and explicitly highlight their bodily engagement
in the space. In response to this requirement, I introduced a live feed of the room
through a web camera, resulting in the audience appearing on the wall as they
moved through the space. Yet, due to gallery limitations such as lighting, equipment
and layout, the desired intimacy and immersion was lost.

Figure 6. Emily Hornum, 2015, Slide Nights (installation view). Photographer Emily Hornum

Slide Nights (2015) developed further in Object Data Memory at Free Range Gallery
in May 2015 (Figure 6). Free Range Gallery is significantly smaller in size and Slide
Nights (2015) was installed as an enclosed projection room. This successfully
developed the desired sense of intimacy, immersion and embodiment that was not
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as successfully achieved in The Substance of Memory (2015). In addition, the acrylic
mirrors hung on opposite walls of the gallery created an infinite illusion of multiplicity
in the room and enhanced the reflections from the projectors and bodily engagement
from the audience. Documentation of Slide Nights is fundamental to my creative
praxis by providing evidence of how this work manifested. Without documentation,
the backdrop or context that enriches the understanding and reading of the
installation becomes diluted and one-dimensional.
Conclusion
This paper uses examples from my own creative praxis to demonstrate that
documenting installation art poses challenges to represent its evocative and
immersive nature. The ephemeral, site specific and participatory nature of installation
art contradicts traditional conservation practices (McTighe, 2002). As suggested by
Real (2001), multi-media ephemeral art should be viewed as a performance rather
than static objects…[which]…predicts a more fluid interpretation of exactly what is to
be preserved’ (p. 211). The archives that remain of Online Archives of Family
Objects (2015) and I Forget Now (2015) can only be supplementary to the
installations themselves. This paper summarises I Forget Now (2015) using
MacDonald’s (2009) concept of ‘container’, ‘content’ and ‘context’. This approach
establishes a holistic representation of the work from multiple dimensions. These
multi-layered archives of installation art include, but are not limited to, video,
photography, artists interviews, artists talks, media coverage, exhibition reviews, floor
plans and online accounts.
Documenting work-in-progress and studio inquiry is an essential ingredient in my
Masters of Visual Arts by Research creative arts praxis. The complexities and
richness of arts practice emerges through studio inquiry and fostered through
documentation of our work-in-progress. As illustrated through Slide Nights (2015),
without reflexively engaging with how the work arrived at these artistic outcomes—
the exegesis that accompanies this creative arts praxis lacks integrity, richness and
context (Etherington, 2004; Stewart 2006). The challenge for artists working within
arts-based research is to capture the complexities of studio inquiry and to use
documentation as a productive and essential element to validate and develop artistic
practices, process and outcomes.
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